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VIII 
THE IMAGES OF THE TEMPLE 


प्रकृतिर्विकृतिस्तस्य रुपेण परमात्मनः | 
अलक्ष्यं तस्य तद्र पं प्रकृतिस्सा प्रकीर्तिता ॥ 
साकारा AEREN तस्य सर्व जगत्स्मृतम्‌ | 
पूजाध्यानादिकं कत्तु साकारस्यैव शक्यते ॥ 

“The Supreme Spirit has two states of Form: the [one, the] 
Nature of the World (prakrti) and [the other, | its transformation 
as appearance (vikrti). Prakrti is His invisible form. Vikrti is the 
aspect (äkära) in which He pervades the Universe. Worship and 


meditation can be performed in relation to His aspect (sakara) only.” 
‘Visnudharmottara’, III. ch. XLVI. 2-3. 


अनामरूपिण्यचित्त्ये चिन्त्ये वे विश्वरूपिणि । 
चिन्त्याऽचिन्य्यात्मिके देवि नारायणि नमोऽस्तुते ॥ 


‘Nameless and Formless Thou art, O Thou Unknowable. All 
forms of the universe are Thine; thus Thou art known. Known and 
Unknowable, Goddess Näräyayi, Obeisance.”’ 

‘Devimahatmya’, XI, ‘Narayanistuti’. 


VIII 
THE IMAGES OF THE TEMPLE 


POSITION AND PROPORTION OF THE IMAGES OF 
THE GODS 


The Hindu temple is a monument, whose outer surface consists of sculptures. 
The Mandapas, the various halls, preceding the Prasada itself in which is 
contained the innermost sanctuary, the Garbhagrha, are architecture in the accepted 
meaning. ‘The Prāsāda itself however is almost completely a solid mass but for 
the Garbhagrha, which is a small, dark, cubical chamber even in the largest 
temples. But for the main image or imageless symbol enshrined within, the walls 
of the Garbhagrha, as a rule, are plain. The carvings cease at its door; there they 
confront the devotee for the last time as he approaches the innermost sanctuary ; 
he may not himself, as in the temples of South India proceed further, the officiating 
priest performing the rites for him. 


Thus when going to the temple (abhigamana) with speech, body and mind 
centred on the divinity whose presence is installed in the image or symbol, the 
devotee becomes part of the architecture of tue Mandapa whose interior he traverses, 
in which he also may pause and gaze at the images that confront him ; images which 
are carved on the pillars, the capitals and on the ceiling; guiding him onwards to 
the main image or symbol in the Garbhagrha, or upward to the dome and its central 
point 


While approaching (abhigamana) the innermost sanctuary and passing 
through the halls in front of īt, the Bhakta is within the sacred architecture 
ogether with the images he is enclosed in a dim, soothing atmosphere caressing the 
eye after the fierce light of the day outside. The atmosphere of the Mandapa is 
charged not only with the scent of flowers, burning oil lamps, and the incense 
coming from the sanctuary, but is tense with the impact of the pillars and carvings. 


This closeness of the carved images and the worshipper in one space is brought 
to its maximum in the inner ambulatory which, in the larger temples (sändhära), 
surrounds the Garbhagrha. The rite of circumambulation (pradaksina) is more a 
communion by movement with the images stationed on the walls than a visual 
recognition of their identity and the perfection of their workmanship. 


The rite of circumambulation however is also performed outside the temple, 
whether there be an enclosed inner ambulatory (sāndhāra) or not (nirandhāra). It 
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is then that the Prāsāda is beheld in its full effect imparting a total exposition ot 
p Sig , sak, x EN NE 
ši "The body (äkrti) of the temple is Prakrti” (‘Agnipurana , LXI. 25), at ls Í 
the likeness of the primordial substance of the manifested world, has its aim an 
purpose beyond it and is, supported by it. | 

Viewed from the outside, the Prāsāda is a monument on whose multi-buttressed 
walls are displayed the images ; above the walls and in continuation of the buttresses 
rises the superstructure whose sloping walls lead towards a point, the apex of the 
finial. The finial is raised above the body itself of the Prasada, placed as it is on 
the crown of the temple (‘amalaka’, or ‘harmya’, the latter in South Indian 
temples). M I šī. 

"The main display of the figure sculptures is on the perpendicular walls. (Pls. 
I, UL XLIII, LAKI). The temple has no façade ; it faces the four directions. Its 
walls however are not four surfaces meeting at right angles. Fach wall projeets 
with a number of offsets, the main pier being in the centre. The buttresses vary 
in thickness ; in the majority of temples built throughout India (except in the South) 
the offsets are moreover frequently superimposed resulting in a stepped, cross- 
shaped plan. Whereas the plain walls of the dark Garbhagrha form a square in 
plan, the carved walls of the exterior of the temple, exposed to the light of the sun, 
the moon and the stars, form an indented plan. The plan of the centre of the temple, 
the square, is translated by its walls into a perimeter of variedly stepped and 
indented design which even may be ‘star shaped'. The outside of the Prāsāda 
far from exhibiting carved surfaces only, itself has volume. It consists of the piers 
of varying thickness whose front and side walls have images and carvings ; recesses, 
narrow vertical chases and steps hold shaded space, or darkness. The volume of 
the wall space of a Hindu temple forms a unity of relations in height, breadth and 
depth ; in it are integrated space volumes. The texture of the walls is not only that 
of the stone of which they are built or of the plaster with which they mav be over- 
laid; these lend a particular quality of the surface only to the closely built texture 
of the buttresses and offsets and their intervals which form space volumes and 
rhythms of graded light and darkness. 


In this texture, the carved figures belong to the body of the wall and also to 
the spaces between, inasmuch as their own volume projects into the intervals ; the 
carved figures, moreover, reach even further into space or else they are also more 
deeply part of the wall than are the outer or main surfaces of any offset. Niches 
‘are sunk in the main buttresses; there the chief images are placed, the Pärsva- 


., Pradaksina in a Saiva temple, is not performed by going round and round the temple 
as in temples of other gods, but from the Bull to Canda (whose image is stationed to the west 
of the Northern ‘door’ ; LP, III. XII. 59) and back to Nandin, thence to the Somasūtra, the 
water chute, and back again to Nandin, thence to Canda and from there again to the Bull. 

pe “Vrsam candam. vrjam caiva 
Somasütram punarvrsam 
Caņdam ca somasiitram ca 

Kass Punascandam punarvrsam’’. 

:. Looking. up from the Somasütra, the devotee worships the flag on the Sikhara (L.A. IX. 
m 149; tē. Somasütra or Pranala, see Part V, note 107 ; both the terms are used here to 
‚indicate the channel (afıbumärgs) and the chute. ` 
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devatäs, the main aspects of the divinity whose image or symbol is enshrined in 
the Garbhagrha. Placed within the body of the wall, within a niche or ‘‘massive 
door” (ghanadvära) as it is called, on the co-ordinates of the Präsäda these main 
images are nearer to their centre which is also that of the entire monument, the 
temple. The surrounding images (ävarana-devatäs) are however more exposed 
carved, as they sometimes are, almost completely in the round, they are yet of one 
piece of stone with the surfaces in ressault and remain connected with them by the 
strut-like extensions of their modelled limbs at angles not meant for view 


The carved figures on the surface of the temple are thus at different distances 
from the centre. They are part of it, not only ritually and iconographically but 
also in their position in space. They appear projected from the centre through the 
thickness of the wall or they are embedded in it as it steps forth. ‘The entire 
volume of buttresses and interspaces, the whole monument, is dynamically in a 
state of movement; its stages are marked by the relative depth of the surface ‘‘en 
ressault”’. A movement more powerful than that of any single figure propels, as it 
were, from the centre each single figure together with the wall to its position on 
the perimeter. The paradoxical name of the niche, Ghanadvära, which means 
“massive door’ expresses the coming forth of the image from and through the 
massive wall. 

A movement from the centre propels, as it were, the walls of the temple with 
their interstices and carvings. The perimeter of the temple thus generally has the 
shape of a cross with recessed angles. From each of its walls or piers with their offsets, 
carved images project further into space. This ultimate progression too is embodied 
in the volume of the walls, bound as they are, in the horizontal, by bands of 
mouldings above and below the rows of images so that the single figures on their 
socles are held within space-zones parallel to the wall and in depth equal to the 
projecting bands of mouldings. This closely enmeshed dynamic mass, its impact 
coming from the centre, whence every figure derives its power and name, meets 
the gaze and movement of the devotee as he circumambulates it. Profile after 
profile meets his vision, each a fresh leaf in the book of revelation of which every 
temple is a copy. Effect and effectiveness of the Präsäda ae one to the eye, mind 
and realisation of the devotee.? In the rite of circumambulation he himself draws 
and becomes the outermost perimeter to the building; he ‘com-prehends’ it while 
walking round it; sees the images not from one side but covers them by his look, 
one at a time, during his approach and onward progress; while he identifies the 
image thereby evoking its name, the total power of the place which the image 
occupies is sent as it were into his presence from the centre of his devotion. 


The sculptures on the outside of the Prāsāda are stationed around its body; 
and while they give an exposition of its meaning they are also its ornaments. 
By their sequence they form belts around the body (akrti) of the entire temple and 
its several projections. The latter often form part volumes of their own, massive 
monumental supports of miniature replicas of the whole temple, each with its own 


? ‘The usual position of the spectator in front of a relief or, from various angles and distances, 
if the sculpture is in the round, does not comprehend the effectiveness of the rite of circumam- 
bulating an extensive monument. 
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superstructure ($ikhara; šrñga; Pl. IN). Thus the ultimate meaning of the 
temple is brought near to the devotee; at every turn he sees the figures on the 
walls forming the basis of an ascent‘ towards one high and central shape, the vase 
above the Amalaka, the sacred vessel (kumbha) which is part of the finial and is 
placed “at the end of Prakrti” (‘Agnipurana’, CI . 13), beyond the forms of the 
manifested world, in the deathless (amrta) region. 


In belts around the body of the temple, and in vertical sequences where one 
image is superimposed on the other, the figures are part of the space-body of which 
the outside of the monument, the Prāsāda, consists. They do not form groups 
except such as are unavoidable by their juxtaposition on symmetrical and repeated 
offsets and recesses. They do not enter into any ‘composition’ which would extend 
further than the single buttress or beyond the console on which the 
image is placed (Pls. III, XLIV, LXXI). If more than one figure are part 
of the image they are carved in front of a single surface, they are collateral, 
auxiliary to its meaning and complete its form. This is how the single images 
whether they consist of one, or of several figures in front of the single facets, or in 
their niches, have their own wholeness as works of art (Pls. HI, VI, XV, NXX, 
LXXI). Over and above such perfection as these images or groups may have 
compositionally a further power is vested in them. They are not ‘pillar figures’ 
as those of the doorways of Gothic cathedrals; they do not function architecturally ; 
the stress of weight and support is unknown to their constitution. No aspiration 
moreover draws them upward, for each has its place and this it occupies with effort- 
less grace and exuberance of modelled form. The final sculptural integument of 
the temple is dynamically one with the monumental progression of its mass. From 
it the figures step forth with a driving power not altogether their own. While they 
are images they are at the same time the ultimate conclusion of that part of the 
wall to which they give its highest accent. Where however thev turn towards the 
wall they illustrate their oneness with its intrinsic movement on which they lean 
‘as their support (Pls. XIX, XX). 

It is thus from the centre that the dynamic movement of the mass of the temple 
proceeds in the main and intermediate directions showing forth as sculptured form 
in its ultimate levels of progression. Its multiple embodiments, the images, are 
bound together in the regularity of their horizontal sequence. It is reinforced, 
and assigned its own extensiveness in space, by the fillets and mouldings with 
their substantial projections and the deep bands of shadow which accompany them, 
above and below the rows of images. In addition, these horizontal ties are crossed 
over or making way for the dark shadows or the strong light, held according to 
season and hour, within the vertical chases and the salient and re-entering angles 
of the Prāsāda. | 


A -> 
A deeply enmeshed net of light and darkness provides the frames to the 
buttresses with their rows of sculptures. In this reduction to a context of light and 


Ta South. Indian temples the relatively flet offsets of the perpendicular walls are crowned 
each by a miniature chapel (kita, kostha, pañjara, etc.). 
8 The realm of images, excepting Dravida temples, ‘begins’ on the superstructure from the 
ukanasa downwards ; only on a higher level, above the Vediká of the Sikhara, images once 
more face the eight directions, f 
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darkness the innumerable and changing gradations of the shadows cast by and 
playing over the carvings receive monumental firmness (Pl. III). The indefinitely 
flexed and modulated bodies of the images, their rounded volumes, appear levelled 
to a considerable extent by the strong light; thus they do not dissolve the compact 
monument into almost innumerable carvings but keep its surfaces enlivened by 
rhythmical accents of line and shade, even in the strongest glare which would 
render a plain surface dead with too much light. Having come forth—ontologically 
from the centre of the dark sanctuary, the images in the light of the day are an 
exposition of its meaning, beneficent to eye and mind alike. 


The dynamic expansiveness of the mass of the Prāsāda has its correspondence 
in the plan of the building in the shape of a cross with recessed angles or having 
an outline which results from a rotation of the square. The static perfection of the 
small square of the dark Garbhagrha with its plain walls is translated into the body 
of the temple, the ‘body of God’, a likeness of the manifested universe and its 
primordial substance, Prakrti. It has its effect by giving the fullest exposition of 
its meaning and forms to the devotee in the rite of circumambulation in which 
he himself becomes the ougermost perimeter and limit of the monument in the 
centre. 

Such an understanding of monumental form by the ritual encompassing 
movement is a realisation as much by the eye as within one’s whole living person in 
motion. During this rite the bodily presence of the Bhakta expands and comprises 
the Prāsāda. While doing Pradaksina, the devotee is the perimeter of the temple 
and of its effectiveness ; he comprehends its full extent. Prior to it however he had 
approached the sanctuary by the main entrance passing across the structural halls 
in front of it. During this approach (abhigamana) in the interior of the building, 
he was immersed in its space and exposed.to the impact of the pillars and walls of 
the Maņdapa.” While he traverses the Mandapa he is part of the flux of the whole 
interior towards the Garbhagrha, in one direction, in its central part and its parallel 
‘aisles’ which is brought about by the rhythmic sequence of spaces marked by the 
position of the pillars and their vertical structure. Thus acted upon and prepared, 
the devotee at last is confronted by the entrance of the Garbhagrha which bids him 
halt; its door frame, an iconostasis in relief, is raised before him and separates 
him from the image, in the Garbhagrha (Pls. LIT, V). 

In his approach he had been impressed by many impacts, himself part of the 
interior of the Mandapa which he traversed in one direction drawn by, and 
leaving behind him, its pillared rhythms. Now his body is made to hait, and 
thus at rest, his eyes take in the presence of the image in the frame of the entrance. 
It is here that Indian sculpture is to be understood as relief in the widest sense.” 


5 The exterior of the Mandapa is built and carved analogous to the exterior of the Prāsāda. 

6 The image in the Garbhagrha is frequently modelled in the round in most of its parts ; 
the back which is not meant to be seen is not worked out in detail. The image with the sur- 
rounding images of Avarana divinities is mostly carved in front of a slab ; the latter is in a 
lower relief and is moreover frequently perforated along the contour of the main image. 
The form of the main image in the Garbhagrha is an adaptation of sculpture, originally 
meant to be circumambulated, for the purpose of merely being looked at from the front. 

Excepting the image, the doorways (dvära), and free standing gates (toraņā), ete., Indian 
sculpture is meant to be seen while passing around it. Door frames and Toranas are forms of 
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On the outside of the temple, each of the closely set images on the perpendicular 
wall facets, has to be dwelt upon by itself. For each is complete in its particular 
meaning and at its particular place. The main aspects, for example, ‚of the God 
in the temple such as certain Avatärs, in a Visnu temple; or the divinities most 
closely related to Siva, if the temple is consecrated to him; or the images of the 
three great gods, Brahmā, Visnu and Šiva, are placed in ‘massive doors’ in three 
of the cardinal points, whereas the entrance itself, generally facing East, freguently 
has a small image of the main divinity carved at the centre of the lintel.” It abounds 
also in other carvings’ all linked up as one great composition. Over and above, it 
frames the main image in the Garbhagrha.” 

Facing the cardinal points are the ‘doors’ where the image of God shows forth. 
On the actual entrance especially, the small image on the lintel is similar in position 
tothe image of Christ carved in the tympanum above the entrance and is akin to 
His words: “I am the Door”. 

Apart from the main images, in their niches, and indispensable to all temples 
are the images of the Astadikpälas, the Guardians of the Eight points of space, 
each in its correct location. The multitude of divine figures stationed between these 
two kinds of essential images, each on a facet and having a console of its own, are 
Nagas, Sārdūlas, Apsarās, Surasundaris, Mithunas, etc. (Pls. XLI, XL, XI, 
XXXIII), and certain specific images of the lesser gods. 


Each such type of the ‘surrounding divinities’ is repeated in many variations 
of posture and movement on the walls of the temple; like the chorus in an Indian 
Yatra performance announcing the particular passage of the play not once only, 
but by repetition in the four directions of space. Repetition and symmetrical 
response are the rule in the horizontal and also in the vertical; so that the mind 
of the devotee becomes moved afresh by the beauties of the Divine and its graces 
at each angle, assured of its boons and of fearlessness. There is no scope for 
natration in the juxtaposition of these figures. Each is the form of an enduring 
state of being in which it is absorbed while its gestures give it an actuality by 
which the mind of the devotee becomes arrested and is made to dwell on the 
particular state thus quickened. 


structural architecture and provide the ground for the display of reliefs. ‘Their arrangement 
is closely allied to paintings such as are made even to-day on scrolls (pat, in Bengal; to be 
seen in vertical succession): these would have their carved correspondence on the jambs ;-- 
scrolls to be rolled and unrolled horizontally which were known to ancient India ('Mudrā- 
raksasa”, I; *‘Harsacaritra’, V ; cf. Kramrisch, ‘Visnudharmottara’, Pt. III. and ed. p. 7; 
introduction) seem to have been the prototypes of the carvings of the yoke-shaped beams, ending 
as these do (Safici, Stūpas I; II) with a carved spiral on either side suggestive of all the 
painted matter ‘rolled up’ and of which only the central part is exposed on the beam. 

T Instead of the main image, that of Laksmi may occupy this place. 

° ‘Those of the River-goddesses, etc. ; and of the Dvārapālas. 

° This refers to a Prāsāda without Maņdapas. 

Where one or several Maņdapas are attached to it, the entrance into the Garbhagrha is 
at the far end, inside the axial sequence of the Mandapas. The outer entrance to the temple, 
and which belongs to a Mandapa, is either similar to the main entrance or it is an open 
areh? way (Khajuraho). . I 

The madras: “varada? and 'abhaya', convey the two latter meanings and are the indis- 
pensable gestures of a divine image. ` 
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In the images occupying the reveais or recesses on either side of an offset, as 
for example on most of the Khajuraho temples (Pls. XX, XIII), the relation is 
given form of the volume of the figure to its axis on the one hand and to the 
space which the image is made to fill on the other. But even though the image 
may not be so favourably placed as to display the complete possibilities of its plastic 
volume in space and yet being part of the dynamic mass of the temple, such figures 
as are carved with their backs to the wall, in front view, appear to have arrived on 
their consoles driven thither by the impact of tlıe buttress behind them (Pl. XLIV). 
There, even though the image stands straight or is seated (Pl. VI) in rigid 
symmetry, its volume is yet disposed in dynamic balance around it; the chest of 
the standing figures curving forward, has its counter weight in the roundness of 
the hips so that these figures with their backs'to the wall, seen as modelled volumes, 
seem to swing to and fro from their feet upwards in ever varying curves as if 
rebounding from renewed contacts with the wall and its compacted energy. 


The figures seem to resile charged with energy from the surface which they 
touch, —and not only from that of the wall of the temple but from any surface, be 
it one of their own body, leg against leg as they cross over, or as the hip is touched 
by an arm, the back by a scarf, the arm is clasped by a bangle, the bosom by a 
garland of jewels. ‘Tactile subtleties contribute their share to the effect of these 
sculptures. In ancient India the sense of touch was given a training and purpose 
of the highest order. 

‘Nyasa’ (placing, marking, assignment) is the ritual touching of various parts 
of the body commencing with the place of the heart and ending with the hands 
(añga-nyása). While a mantra, a sacred, rhythmic formula is recited it is thought 
of as being located in the heart, head, in the crown-iock, “three eyes”, chest and 
in the hand. 

While the Mūlamantra, the ‘rcot-mantra’, the rhythmic formula of the main 
divinity, is recited the devotee passes both his hands three or seven times over 
the whole body from the feet to the head and from the head to the feet (vyapaka- 
nyasa). The whole body and its parts, the hand and the fingers, from the thumb 
to each of the fingers (kara-nyāsa) and also each of their phalanges are touched and 
quickened thereby as living seats of God. Various parts of the body are thus 
assigned to different divinities.” 

His body is made conscious to the devotee in his daily rites as the seat and 
place of God. This consciousness he wins by the rite of touching it at sensitive 
and vital parts. 

Nyasa however is not only performed to the living body of man, but also to 
that of the image of stone or wood, etc. (“Mahanirvanatantra’ XIII. 289-91). As 
the body of the devotee so also is the body of the image touched in six places 
(sadaūga nyāsa). The constituent elements of the world and its principles are 
assigned to it from the feet to the place of the heart, etc. By thus touching it 
ritually, it is felt alive with the breath of the cosmos.” 


N “Agnipurana”, XXV. 

1? «Mahānirvāņatantra', XIII. 293-297 ; the 8 groups of the letters of the alphabet are 
thus assigned ; subseguently the constituent principles of the universe are assigned, begin- 
‘ning with Prthivī Tattva, the principle ‘Earth’, to the feet, etc. 
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Such rites performed daily and regularly cannot but have a lasting effect on 
those who practise them and those who, moreover, make the images on which they 
are performed.’ The sense of touch becomes not only refined by practice but 15 
a means of realisation and of knowledge. Endowed with so qualified a sense of 
touch, the craftsman produces the kind of sculpture which is so lavishly represented 
on the temples. 

The smooth limbs of the images of the gods are always 16 years old; they are 
resilient with the sap of life and with breath. The latter makes them not only 
smooth and supple but also weightless in appearance despite their ample curves 
(Pl. LXXII).“ They are particularly fit not only for dancing but also Be 
the many Ganas, Vidyädharas, etc., although they never have wings. nds of 
garments flutter to enhance their movements and be a foil to their rhythms ; whereas 
folded scarves clasp their fullness and are carved as if they were a special type of 
jewellery, accentuating through the contrast of their own shape and texture that of 
the modelled body. 

Garments, jewellery and coiffure of the images are a selection and enhancement 
of those worn in the respective country where the temple was built. The preference 
of the sculptor however is for the bare body and he makes sparing use only of 
garments; worn in the shape of a ‘dhoti’, the cloth clings to the body and is 
recognisable, as a rule, only by such patterns as are engraved on the modelled 
shapes of the limbs (Pls. XVIII, XIX, XXIII, XXXIII); and by carving the hem 
of the cloth, petal-like (Pl. XXX) or as if it were one more ornament of the smooth 
limbs (Pls. XXI, LXII). Thus all forms of apparel accentuate and accompany the 
smooth roundness of the figures and their movement ; only the headgear and coiffure 
are additional volumes of sculptural consequence; the high crowns (mukuta) of the 
greater gods, add height to the image (Pls. LXVII, LXX) whereas the chignons 
which the lesser gods and goddesses wear at the back of their heads add their 
globular or horn shaped bulges as required in each particular instance, to 
the balance or the linear composition of the image (Pls. XIX, XV, LX). 
Coronets, chaplets, diadems, matted hair, etc., add to the breadth or the height as 
required and to the adornment of the egg or globe shape of the head (Pls. XXXIII, 
XXXVIII, XL). Straight or aquiline but always powerfully salient noses are 
thus balanced (Pls. XVII, LAN." 


The single figures are always ‘in movement’ even when they appear to stand 
still; then even their movement is threefold. As part of the dynamic mass of the 
wall they share in its impact and appear driven forward; even when they are 
almost completely carved in the round they are steeped in the drive from the centre 


२३ Vedic rites (‘Satapatha Brähmana’, III. 2. 1. 5-6) had preceded the performance of Nyasa 
on an image (pratima). 

“४ Adolescent appearance as well as Perfection are denoted by the number 16 (16 digits 
make the fullness, the totality of the moon) with reference to the images of the gods. 
_ Supple, breath-borne weightlessness belongs also to images like those of the Tirthat- 
karas whose iconography requires a rigid appearance ; even if, in addition, the quality of the 
sculpture is mediocre, as for example in the image on Pl. IVIL. 

1% Most of the faces of Indian images having been damaged by the Muslim iconoclasts, 
the noses suffered most and only a few images carved in stone, and most of the metal images 
have escaped defacement. i 
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of the temple. It carries them, sustains them in the most exacting contortions, 
bears them aloft when they are represented as flying and adds power, breadth and 
dignity to their stance when they stand firmly planted on both feet 
(samapādasthānaka). This erect stance with the weight of the body evenly 
distributed, right and left, is classified as ‘samabhanga’ or the even bend. It is the 
first variety in the classification of stances, they are classified in the surface, as the 
even bend, the slight bend (abhanga), the triple bend (tribhanga) and the excessive 
(triple) bend (atibhanga).'*. Even the strictly motionless stance is understood as 
a particular phase of movement; it balances the body, which remains in tension. 
This classification leaves out of account the writhing in space of the sculptured form 
around its axis. The third kind of movement is that of the arms and hands, their 
gestures. These belong throughout to the class of ‘schemata’, the gestures 
expressing permanent states pertaining to the nature of divinity, which assures 
fearlessness and grants boons. When the hands of these divinities hold or brandish 
a weapon this action too is a permanent quality of their nature; they cut across 
ignorance, slay the demon, etc., and these actions are correspondingly expressed 
as their epithets.” 


The carved figures are upheld in their being by the total monument, the walls 
of the temple with its progressive impact. To this movement, greater than their 
own and of which they are passive part, is added the movement of each figure with 
reference to its axis, turning and writhing around it if viewed in space, as sculpture 
(Pls. XIII, XIX), and bent variously towards it when viewed from the front, as 
image (Pls. XIX, etc., XVI, XIV). To the ‘schemata’ of the divinities of the 
higher hierarchies are added the movements of the lesser divinities whose ‘mudras’ 
and ‘hastas’, the attitudes of their hands and arms, are ‘schemata’ and ‘phorai’ as 
well.** These attitudes and gestures moreover, while they represent the particular 
movement assigned to them, are part of the total rhythm of the body. 


The gods represented by Indian sculpture belong to definite types for they 
body forth definite aspects of divine being; the peaceful (Santa), the terrific (ugra), 
etc. The iconographical physiognomy of the face is also that of the body ; the body 
of the terrific image for example is inflated with divine fury as are the bulging eyes, 
etc. Typological iconography is a highly specified science; it comprises the wide 


16 J. N. Banerjea, "The Development of Hindu Iconography’, p. 289, gives a good sum- 
mary description of these stances. 

17 For example; Durga Mahisasura-mardini ; Durga, the slayer of the Demon Mahisa ; 
Siva Tripurantaka: the ender of Tripura. 

78 This distinction made by Plutarch is introduced here so as to differentiate with the 
help of an accepted Western terminology a kind of movement which is particular to all Indian 
images, though not to every Indian sculptural representation of figures. The gestures express- 
ing movement and actions on the other hand are known under the term ‘phorai’. 

The hand holding a mirror, flower, or a weapon would show a movement of the class of 
‘schemata’ ; the hand arrahging the hair, holding the hem of a garment which threatens to 
slip down, etc. to the class of ‘phorai’ though the latter category with regard to these 
sculptures tends to get merged in the former. 

19 The respective passages of the ‘Visnudharmottara’ III. and the “Igänasivagurudeva- 
paddhati’, III., at a distance from each other of several centuries are some of the large body 
of iconographic texts carefully followed by the sculptors ; they contain specially vivid descrip- 
tions of the divine moods and their counterfeits by art ; cf. also the Buddhist ‘Sadhanamala’. 
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range of emotions classified in 9 categories.” Combined and rarefied they are the 
substratum of the divine countenance while in its structure of ideal proportions 
ethnical traits are not forgotten which belong to the people in whose midst the 
images were made. | I 

Innumerable degress of bliss and august serenity are expressed in 
the faces of most of the celestials, the gods (Pls. VI-VIII, XXXVII, 
XXXVIII) and glendoveers (Pls. XXIV-XXVIII), and they are set off against the 
relatively few types in which ‘terror’, gleesome ‘disgust’, ete., are given shape 
on the basis of an inflated or emaciated appearance (Pls. XXIX, LIX). Where 
however ‘the supernatural’ is the main theme and horror and dignity accompany 
it the face of the animal, the Lion mask, is resorted to (Pl. L).” Its wide 
application and that of the less frequent ‘‘death-shapes’’ are the indispensable 
counterplayers to the eviternally beatific youth of the other gods. 

Their radiance reflects the features of the people who worship them; they are 
differently proportioned in North India and in the South ; their countenance indeed 
varies in expression from one part of the country to the other and in each age accord- 
ing to the prevailing aptitude of the realisation of supreme bliss and peace. Irrespec- 
tive however of these and other limiting conditions the many degrees in which 
beatitude shines forth from the face of the image are carried on unruffied expanses of 
modelling as delicate, taut and as non-human as are the shapes of flower-petals and 
ripe fruits. All these faces shine; they have a silent radiance of which the lips tell 
nothing nor do the eyes ever smile. No glance is cast, no thought communicated 
from between steady unwinking lids (divyadrsti)” where long eyes in full view sail 
across cheeks—though the face be shown in profile— ; no sockets impede their course. 
High brows are raised in perennial wonderment. Strung bows, tendrils and antennae 
combine in their lines which are carved records of the vibrations and tensions of 
mind. Under their arches the eyes gaze into unknown distance without, and depth, 
within. They do not perceive, are not organs of sense, but a place of meeting of 
the outer and inner worlds. Such a place of exchange and contact however is also 
the whole smooth surface of the images. On it the light and air outside touches 
upon and is met with by the inner light, pulsation and breath. 

This particular quality is not confined to any type or province of Indian temple 
sculpture. It arises from existence itself realising itself in an enduring recognition, 


2 The ‘Samarafiganasiitradhara’, LX XXII, 2-3 speaks of rr Rasas adding ‘Preyas’ and 
‘Pratyakga’ (?) to the usual nine, i.e. 'šrūgāra” (erotic), ‘hasya’ (laugh exciting), “karuna” 
(pathetic), ‘vira’ (heroic), ‘raudra’ (furious), ‘bhayanaka’ (fearful), ‘bibhatsa’ (loathsome) 
‘adbhuta’ (supernatural) and ‘santa’ (peaceful) ; ‘Visnudharmottara’, III. XLIII. 1 f. 

2 See Ch. on the ‘Kirttimukha’, the Face of Glory. 

2 According to the most ancient iconometrical injunctions (‘Brhatsamhita’, LVII 1.०.) 
and thus shown by images of all ages. j ` j ! 

5 The above remarks on “divyadrsti’ and the way in which the eyes are shown in sculpture 
when giving form to divinitieš refer only to this special and widely represented branch ot 
Indian art. In painting however the scope was great for showing the fleeting glances and 
facial expressions following all possible physiognomic reactions to psychological experiences 
and states. This can be seen in Ajanta, Badami, Bagh, etc. and read in the “Visnudharınottara’ 
THI. XXXVII; and in detail also in the ‘Samaränganasütradhära’, LXXXII, dealing with 
un In the s ae of this compendium which deals with the “64 Hastas” 

e position and movement of the hands and f e i a 5 te 
ern ngers are described and related to these of the 
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an ever active memory, completely made conscious to itself. The place of this 
realisation is the body. The different physiognomical types particular to the 
different parts of India, are its substratum. The schools of Indian sculpture differ 
as much as the human types reflected in the images of the gods. The metaphysical 
realisation to which the images give shape requires the figure of man as reference; 
on becoming an image, made by art, in stone, etc., it is transformed and tran- 
substantiated. “he frame however, of this body made by art is measured according 
to the perfect proportion of the body of man.” 


Navatala or nine face lengths is the generally accepted rule concerning the 
height of the images of the gods. One Tāla is subdivided into 12 angulas.” 
Below are given, according to the ‘Sukranitisira’ IV. 4, the proportions of images 
according to their relative height of the figures—up to the root of the hair on the 
forehead. The generally accepted proportion of nine Talas being that of the gods, 
8 Tālas would be that of the goddesses. Tälamäna, iconometry, however is not 
unanimous on this; according to the ‘Vaikhanasagama’ XXV,” Dašatāla, “10 
Face lengths’’ images are those of Brahma, Visnu and Siva; their images belong 
to the highest of the 3 sub-varieties of Dašatāla proportion ;** the Great Goddesses 
would conform in their proportion with the middle variety of the 10 Faces height. 
The respective proportion depends on the place which the god holds in the divine 
hierarchy ; the ‘Matsyapurana’ CCLIX. 1-2, moreover makes the proportion of the 
images correspond also to those of the types on which they are based. The image 
of Visnu as Rama or Varaha has 10 Face lengths, whereas it has 7 Face lengths only 
when it represents his Dwarf incarnation (Vāmana). 


Indian iconometry knows of 9 main varieties of proportions of the images 
ranging from 1 Tala to 10 Talas, corresponding to the following total number of 


*4 Cf. also the rule for the perfect proportion of the body of man, as well as of the Mahä- 
purusa (or the image of Buddha): the height from the soles of the feet up to the root of the 
hair on the forehead is equal to the width between the tips of the middle fingers when the 
arms are stretched horizontally (a fathom ; Nyagrodha-parimandala). 

*5 See also ‘Pratimämänalaksanam’ 85-86, transl. with notes by J. N. Banerjea, op. cit. 
p. 406. 

२५ Proportionate measurement expressed in angulas: ‘Brhatsamhita’, ch. LVII ; 4-5 ; 16-17; 
‘Visnudharmottara’ III. ch. XXXV ; cf. also “Mänasolläsa’ III. ch. I. 200-205. 

In usage, a Tala—which means ‘palm’, ie. the inner length of the hand including the 
fingers—is stated by the learned to be the (length of) the face ; cf. ‘Manasollasa’ III. I. 196-7. 
The length is usually subdivided into 12 parts or ‘atigulas’. Añgula, as a subdivision of Tāla, 
bears no direct reference to a ‘finger’s width’ although it seems that originally the proportionate 
measurement of images had the añgula as its module and not the Tāla. A 

27 In South Indian images the length of the face is however 14 aúgulas. The Dasatäla or 
10 Tāla proportion is discussed below, in this connection. 

28 Fach ‘proportion’, Dašatāla, etc. is subdivided into 3 varieties, uttama, madhyama and 
adhama ; the highest, the middle and the least. 120 aúgulas being the mean height, 124 is 
the highest and 116 the least height of a Dašatāla image ('Vaikhānasāgama). The ‘Brhat- 
samhita’, LXVIII, dividing the types of men according to their proportions into 5 classes, each 
‘nyagrodbaparimandala’, assigns a height ranging from 96-108 añgulas (96, 99, 102, 105, 108) 
to the respective types of men. ‘These would approximate to the Asta- and Nava-tala types. 
Further sub-varieties are also known in South Indian Tālamāna ; latitude in following the 
canons is given to the image maker, and this too is classified (see J. N. Banerjea, op. cit., 


7. 357). 
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cessively : 12, 24, 48, 60, 72, 84, 96, 108 and 120. The series is built 
ads 1 Tāla or 12 aneulas throughout. The total height, in each of the 
9 types of proportionate measurement, 15 distributed in 9 divisions, face, neck, etc 
(see Chart), in close correspondence to the Navatāla or standard type of 100 aūgulas 
Out of the nine varieties, the 4 types from Saptatala to Dašatāla have the widest 


currency 


VERTICAL PROPORTIONS OF 4 Marx TYPES OF INDIAN IMAGES. 








Te A 











Er ‚pe of Image la | Tāla g Tāla 10 Tāla 
— — Al 
Face... ate 27 ae 121 | 12 12 13 
Neck ... 3 | 4 4 
Neck to the horizontal line connecting | 
the nipples (“heart”) 9 | Io ļ 12 13 
From these to the navel (‘‘belly’’ ; udara) 9 10 ! 12 13 
Navel to genitals (“lower belly” ; vasti) 9 | 10 | 12 I3 
Thigh sat 18 21 i 24 | 26 
Knee 3 4 4 | 5 
Leg 18 21 24 | 26 
Foot 3 4 4 | 5 
| I 
| 
Total Height 84 96 | 108 120 
I ! 








* y Tala=12 añgulas. 
+ The figures give the number of aūgulas. 


y 


The rules are : The proportions of the trunk are the same in the 4 types; the 
distance from the root of the neck to the genitals is divided into 3 equal parts, in 
each case; neck-—heart, heart—navel; navel—genitals; the thigh and the leg, 
throughout, are each twice as long. Of equal height, in each canon, are also neck, 
knee and foot. The actual lengths of these change; the face however remains the 
same, i.e:, 12 angulas throughout, but for the Dasatala. 


This last and highest standard is built up on the Navatāla, the purest in 
proportion (1; %;1;1;1;2; 4; 2; 4), by adding one añgula in each section; . 
thigh and leg being as usual twice the height of the ““heart”, etc. One angula, 
moreover, 1s added to complete the number 120. By these artifices the highest type of 
proportionate measurement is constructed befitting the highest hierarchy of divine 
images. It approximates most closely the ‘‘sectio aurea’’ in the classical statuary. 

„Of the West; there the navel divides the total height of the figure—and of the 
perfect human body in this proportion. 


२० The Nava-tāla and Dasa-täla proportions represent also two out of the three canons of 
classical antiquity, the ‘navatala’ being that of Vitruvius. The entire height of the figure 


as 9 face lengths is also laid down as the norm in Byzantine painting, in the ‘Painter’s Book 
from Mount Athos’, 
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The Tāla system, in the Sapta and Asta-tāla types, is relevant, with regard to 
the total height only. Their several proportions however are not regulated by it. 
The Tāla or face length is not the module of these images.” . Their proportions are 
based on number, which is correlated to the main divisions of the body. The module 
is the angula; the measures of the single division are its multiples. At the same 
time,—excluding the height of the face itself the organic proportions of the 
Navatäla type are adhered to (see Chart). Thus the less generally valid, the less 
perfect proportions are admissible for images lower down in the hierarchy of the 
images; they are fit for dwarf and child incarnations. 


In the general, the Navatäla type, the main proportions are worked out on the 
principle of organic differentiation similar to that of Byzantine art,” the only 
difference being that % ‘Face length’ is given in the Indian image to the knee, 
whereas in the Byzantine icon no height at all is provided for the knee and % 
Face length’ is added as height of the skull. The Indian Navatäla image thus has 
relatively long legs and a relatively short trunk—the images of goddesses, havin 
this proportion, especially those whose bodies sway and turn around their 
vertical axis in space, are seen with foreshortened trunks on pillar shaped legs, 
(Pls. XIII, XV). 

Height, not included in the canon, is added above the line dividing the hair 
from the forehead. This is considerable. Most of the crowns of the Greater Gods 
surpass the height of their faces, and the head together with the crown forms one 
sculptural unit (Pls. VI, XVII, LIV, LXII, LXX); the—invariably crowned— 
images of the gods thus exceed the proportions of the body in its likeness to that 
of man. 

The Indian system of proportionate measurement of the body of the image jg 
based on number, organically correlated to the body of man and its main divisions, 
a face length being the module. From this system, laid down as Navatāla, modi. 
fications ramify ; while they maintain its principle as far as possible, they also have 
recourse to the lesser unit of measurement, the angula (1 Tala=12 angulas), accord. 
ing to which a more mechanical subdivision of the total height is effected.” 


As far as the proportions of the images are based on number so are their 
isocephalous rows on the upright walls of the temple (Pl. XLIV) akin in their 
vertical rhythms to those of the groups of mouldings coherent in their proportions 
and forming a broad band on the socle (adhisthana) of the temple; on its walls, 


In these types of proportionate measure of the image, ancient Vedic numbers survive. The 
length known as a ‘purusa’ or a ‘vyama’, a man’s length or a fathom, was the unit of Measuring 
the Fire-altar. This length is variously given as 120, 96 and also 84 angulas (cf. Part II, note 12) 

3० In South Indian (metal) images of a relatively late period and also in present Practice, 
the total height is divided into a number of Tälas (10, g, 8, 7 or 5) Pa ‘Some Hindu Silpagistras? 
by W. S. Hadaway, 'Ostasiatische Zeitschrift’, 1914, p. 37. This agrees with the ancient 
Nava-tāla type. I 

अ E, Panofsky, ‘Die Entwicklung der Proportionslehre, etc.” (“Monatshefte fir Kunst. 
wissenschaft’, 1921-22, pp. 188-219). The height of the body being o facial lengths, that of 
the trunk is 3, thighs 2 and legs 2 ; % is the height of skull, foot and throat. 

3३ The more ancient treatises on Tälamäna, the ’Brhatsamhitä’, LVII, etc. measure 
according to afıgulas only. 
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similar though narrower belts of architectural profiles alternate with the belts of 
images; though the limbs of the latter are more richly interlaced their proportions 
in the vertical are as pure and also allow for modifications as those of the many 
variations of the zones of architectural mouldings. Thus the images do not only 
come forward from the walls, but are part of them also in their proportions. They 
occupy each its proper position according to the Vastupurusamandala.™ 


77 See pp. 53, 97, and the identification of the Pratihā 
ith t » 97; e Pratihäras, “gate- १ 5 
Ch. LXKXVIL s and the Wardens of the eight वा (vi. सर a en 
4 II, 36-37). isņudnarmottara”, III, 
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THE DOOR AND ITS IMAGES 


Approaching the image or Linga in the Garbhagrha (Pl. V) it appears framed 
by the door which leads to this inmost sanctuary. With the wings of the wooden 
door opened, during Püjä, the image is seen by the devotee in the middle of the 
doorssthe frame of the door is also that of the image; the distance between door and 
image is translated into colour and atmosphere. Having the image for its centre 
and subject, this picture is framed by the door-way with its carvings on sill, jambs, 
and lintel. The several parts of the door-way as given in the ‘Brhatsamhita’ form 
a geometrical progression; the width of the threshold being equal to that of the 
door-jambs, the width of the door-way or entrance is double of each; and its height 
is twice the width. Similarly also are the parts of the door-way proportioned, 
assigned as they are to various images and carvings. At the bottom are the large 
figures of the Guardian divinities of the door, etc. ; they occupy 4 of the height of 
the door. 


These pure proportions of the early texts are the basis on which are worked out 
the many variations of the symmetry of the door and temple (Pl. V). Each Präsäda 
is a composition of its own; in it the original proportions and themes are composed 
each time in a new consistency. i 


The name for the antepagments of the door-jamb is 'šākhā', meaning ‘branch’. 
A number of branches were fixed in the ground, tied and bundled together originally ; 
3, 5, 7, or 9 contribute their stems to the varied vertical mouldings of the door-jambs 
(Br. S.LV. 14). The horizontal themes of sill and lintel, add their balance ; the aug- 
mentation of the lintel by repeating and varying its horizontal themes twice and 
thrice, similarly the raising of the threshold by one step or more, increase the 
effectiveness of the door from a place of entry to one of display.** The door ‘‘frames’’ 
the image and this frame is wrought with many carvings. It appears as if the many 
divinities carved on the door frame belonged to the image in the Garbhagrha, were its 
‘parivara’ or ‘‘surrounding’’ divinities. 

The meaning of door and image is closely connected. The divinity to whom 
the temple is dedicated has his symbol or image in the Garbhagrha; his image, as 
a rule, is also carved, on a small scale, on the centre of the lintel. He presides over 
the entrance and his gate-keepers (dvāra-pāla) are stationed below, to the right 
and left, at the door-jambs.”” These guardians of the threshold flank the gods and 
symbols of the entrance. 


% The incorporation of the free-standing Torapa into this surface of display can be seen 
from the rock cut example in Nasik, of 100 A.D. approximately, onwards. The division into 
rectangular panels, each with a relief composition of its own is derived from such Toraņa 
compositions as are preserved in Safici. See also Part VIII, note 6. 

3 The Dvārapālas bear the weopons, etc. by which they are recognised as belonging to 
a particular god ; they are Šiva-dvārapālas, or those of Brahma, Visņu etc. cf. ‘Rüpamandana’, 
II. 13—17 ; III. 65—70; IV. 102—107. 
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Carved on the centre of the threshold (‘udumbara’ ; “bhuvangama”) is a long 
stemmed full blown lotus, symbol of this universe in which divinity is established, 
symbol also of the state of dispassion of the Bhakta in which divinity is revealed 
to him. None may tread on it. It is the mark of the threshold, above 1t, the image 
in the Garbhagrha appears raised to the Bhakta who approaches it; and, while he 
or the priest is about to enter the innermost sanctuary he too is raised to the status 
of divinity. 

In this respect the door is God through whom man enters into the presence of 
the Supreme Principle which is established in the Garbhagrha and has its seat in 
the consecrated image. To be able to enter into the Supreme Presence, mun has 
to undergo a transmutation, for only when he has acquired a celestial body himself 
is he qualified to pass the company of the gods and confront the Supreme Presence 
which is beyond form and dwells in the image of the divinity of the temple. The 
transformation or regeneration which man has to undergo is promoted by the 
divinities carved on the door-jambs.*” 

Most conspicuous and significant are the large images of the River-goddesses, 
often accompanied by their retinues, their figures being set against the several 
Sākhās. Above their groups are carved and repeated in many panels such shapes 
and configurations, in which life is young and quick; procreative couples on the 
posts, and baby-shapes of Ganas (‘‘quantities’’ of celestials) amidst creepers 
rambling around the door-way. Serpents are interlaced on the door-way of Visnu 
temples, especially.” 

Thus they enclose the door ascending in an unbroken continuity of swaying 
creepers, superposed and in panels, each filled with a sinuous pattern of limbs 
rounded with the sap of youth ; all these are sculptural metamorphoses and elabora- 
tions of the theme of the River-goddesses for it is from their waters that thev arise. 


The Rivers have their source and origin in heaven. Thence they descend to 
earth.” On the entrance of the early temples their images are carved to either side 
of the lintel (‘patatiga’ ; 'ūrdhvapattikā'). On its middle the image of the main 


* LP. III. ch. XIII. 29. The priest enters the Garbhagrha with the right foot first, with- 
out touching the threshold of the door. 
‘Visnudharmottara’, III. ch. XLVIII. 16. 


* The syypbolism of the threshold, but for the central lotus stalk and flower, varies in 
its devices ; hosts of gods dance, rejoice, are present at the moment when the threshold is 
bein, S passed, Thus the compartments of the door sill are replete with them ; or else Kirtti- 
mukhas or Šārdūlas (see below) flank the lotus stalk, etc. 


Temple of Räjiva Locana, Rajim (ASI; C.I. Photograph, 1903-4, No. 2191). The 
names of the antepagments denote the themes which are carved on them, ‘patra’ ; gandharva- 
Sakha, etc., the one covered with a leaf pattern, the other showing dancing genii (Cousens, 
‘Archit, Ant.’, op. cit. p. 27). 


ta Cf. Part I. p. 3. The descent of Ganga and Vamunā is narrated in a rock carving at 
Udayagiri, Bhopal, ०.., c.400 A.D. (Coomaraswamy, ‘Yaksas’, II. Pl. 20). In temples 
of the Gupta age (Deogarh ; ib. Pl. 21) the images of the two River goddesses are carved to 
the right and left respectively of the door lintel, also if rarely, in medieval times, of which 
the Vyomakesvara temple (opposite the entrance to the Litgaraja Temple, Bhuvanesvar) is 
an example. In this small shrine, of c. the roth century, the position of the River goddesses 
is the same as on the temples of the Gupta age. 
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divinity of the temple, and to either side of it those of other great Gods are carved." 
This then is the celestial region whence the rivers have descended, Ganga, the most 
sacred of all, celestial Mandākinī, and also Yamuna. From heaven they have come 
to earth ; in the later temples their images are stationed on either side, at the bottom 
of the door, the current and ripples of flowing waters are in their swaying stances- 
To look at them is equal in effect to the ritual bath in their waters, especially in 
the most sacred water of the Ganges. The energy of the waters is so great that the 
bath itself confers Dīksā, initiation ("Maitr. S.” III. 6.2): Ablution, transmutation, 
and initiation are effected at the entrance. This indeed is its initial and essential 
meaning in sacred architecture for initiation is derived from ‘in-ire’ meaning ‘to 
enter’. The power of the flowing waters is in their celestial nature and origin. 
None are as sacred as those of the Ganga who in her celestial form is Sakti. 


The presence of the Rivers purifies the devotee from all taints of his human 
state. It is equivalent to a bath taken in the sacred waters.” The entrance to the 
Garbhagrha is the sculptural metamorphosis of the natural T irtha. The door-way 
is an iconostasis of the descent of the Rivers, of Sakti; and of the ascent of li £ 
competing for its heavenly origin in the creepers rambling upwards on the ‘branches 
(śākhā) of the frame, in the multiform concatenations within their stalks and, on 
each single Šākhā, in the sequences of lovers (‘mithuna’), prancing chimaerae 
(šārdūla) and jubilant spirits (gana) (cf. Br. S. LV. 15). All these have their 


५० The celestial region is also indicated on the lintel by a frieze of the Navagrahas, the 
nine planets, in some temples (especially in Orissa) ; there, the image of Lakgmī is generally 
carved in lieu of that of the main divinity of the temple. 

41 In their iconographically complete “images”, the River goddesses, Gañgá and Yamuna, 
are carried by their vehicles (vahana), the Makara, the first of all the sea-monsters and the 
tertoise, respectively. In the first is embodied the power of the water itself, which is fearful 
and benign; the latter does not refer to the water itself but to the stability at its bottom. 
The Vāhanas however need not be represented nor any water vessel as attribute of these 
Nadidevatis while their figures are carved, as a rule, to the side of the threshold from the 
seventh century A.D. onwards ; their images sometimes are very large and fill the length 
of the door jamb (Kharod, Bilaspur, C.P.; ASIAR. 1909-10, Pl. V.a.) whereas elsewhere 
they are assimilated to those of Tree goddesses (Vanadevatās). The iconography of the 
entrance is not everywhere complete; plain architectural shapes of the Šākhās (Raikona 
Temple, Nalgonda Distr.) belong as much to relatively late temples as purely floral scrolls 
and lozenges only constitute the .carvings of the door jambs of earlier temples (Sittesvar 
Temple, Candravati, Jhalawar). The widest possible latitude was given to the craftsman to 
draw selectively from the iconographical repertory of the entrance. = 

River goddesses attending upon or accompanying a Naga are represented in the Ámara- 
vati reliefs (Coomaraswamy, Yaksas, II. p. 70). A Vaksinī Sudargana standing on a Makara 
Vahana however is carved also in Barhut (Barua, ‘Barhut’, III. 74). Nagas, dwarf shaped 
Ganas, etc. belong to the wider circle of the River goddesses when they figure on either side 
of the threshold. 

The Goddesses, as shown by the ‘Iganasivagurudevapaddhati’, III. XII. 20-21, as well 
as by a North Indian inscription of the Vaidyanātha Temple, Baijnath (Kangra) are River 
goddesses (Vogel, ‘Ganga et Wamunā dans l’Iconographie Brahmanique’, ‘Etudes Asiatiques', 
1925, pp. 387-88), whenever they are carved to the right and left of the threshold whether 
they are equipped with all, or most of their attributes of identification as at Kharod (Bilaspur), 
Bajaura (Kulu), Dah Parbatiya (Assam) or on a door frame in the Indian Museum, Calcutta, 


or not. 
42 of, ‘Brahmavaivarta Purana’, II. X. 48-52. ef. Part I. 
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support (dhr) on these waters, are borne by it. Thus is ne a a 
that the waters are Dharma (‘Satapatha Brähmana’, XI. 1.6.24), the support 0 
Life and generation ; of a new birth and a transformed body. 

Upwards and downwards are the images arrayed at the entrance when its broad 
frame is seen as a surface of display. ‘Historically too, the river goddesses have 
descended from the high positions on either side of the lintel to their stations on 
either side of the threshold; from there now the creepers ramble upwards, to the 
lintel. Beheld however in the dynamic impact of its carved Sakhas, the Rivers 
and the host of gods seem to have thronged out from the Garbhagrha : in this dark 
‘cave’ they have their source. a a 

Having come forth from the darkness, young and dazzling in their vigour, 
the river-goddesses conduct from the level of the threshold not only the glance of 
regenerate man. They foster and nourish not only him in his new born state but 
they strengthen also the seed and embryo (garbha) of the temple which had been 
deposited to the right of the door—below the door-jamb—and prior to its having 
been set up (Part IV, p. 126). Thus their presence, position and movement 1. 
upward and reinforce the subtle parts of all the elements which constitute the Seed” 
of the ‘body’ of the Purusa, which is the structure of the temple. 


The inception of a new life is beset with dangers. The guardians of the 
threshold thus are the most enduring images of the door** where perils must be 
warded off and contamination with the impurities of the world prevented. They 
bear the weapon and traits of the particular god whom they serve in each temple 
and they frequently exhibit his ‘fearful’ aspect.” Thus they are the agents of the 
image in the Garbhagrha, and of its smaller version in the centre of the lintel. 


The iconography of the entrance has a double function. It belonys te the 
main deity of the temple who—as Christ—said of Himself “I am the Door’’ (ī>ohn 
X. 9). In this function the door-frame is also that of the image in the Garbkazrha, 
its place of manifestation. In this function too, the Ghanadvaras, the “massive 
doors’ or niches, on the outside of the temple have come to enshrine various aspects 
of divinity in which it manifests its presence. 


The door however in its original function and open, is at the same time the 
place of the threshold and entry or initiation. The iconography of the River- 
goddesses is effective in this function where the door is a structural equivalent of a 
Tirtha. The one or the other aspect prevails in the carvings of the entrance. 
Where its initiatory function predominates, the goddess Laksmi, bathed by 
elephants, is carved as the central image of the lintel and not the special divinity 
to whom the temple is consecrated. Laksmi is Varuni, the energy and wealth of 


# Taiminiya Up. Brahmana”, III. 6. 
cf. ‘Vedanta Satra” III. 1-2. Comm. Satikaracarya. 

$ They occupy their positions in the earliest and in the latest temples. 
„ °“ Mahākāla, for example, to the left of the door of a Siva temple (LP., Lc. verse 53) ; 
images of Time and Death are necessarily amongst the Guardians of the threshold assisting 
the dying to the old life which is preliminary to the new regenerate state. “Every passage 
bo कन one, every इ a if safely passed through the gateway of a new 
ife. oomaraswamy, in a Review of C. tze, Fri 1185150 Ç K d 
seleen a ped etn, sere Ch 5 >a e, ‘Frühchinesische Bronzen und Kulturdar- 
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the Waters. Varuņa, their Lord, the Asura (RV. VIII. 42. 1), rules over the gods, 
encloses them,* he is unseen and deathless (R V. I. 164. 88; X. 85. 17-18). It is 
to this greater and deathless form of the Supreme Principle that the door leads as 


the place of ‘initiation’.“ 


Facing the entrance, outside the Prāsāda, in the open (Pls. LVIII, XXXVI), 
or in the Mandapa (Pl. LII), is the image of the Vähana, the vehicle of the divinity 
which is enshrined in the temple. Carved in the round, self-contained as form and 
symbol, the Vahana ‘conveys’ the deity. The theriomorphic image, the Vahana, 
is, it appears, as ancient as any temple; while its position is outside the 
entrance, it confronts the temple or the image in the Garbhagrha with which it is 
coaxial. No other sculpture or part of the building is so placed. The Vāhana is 
a counterpart of the image enshrined in the Prāsāda and framed by the door-way. 
It leads to the entrance. 


46 In its double function as place of ‘exit’ or manifestation of the deity and as place of 
entry of the transformed Bhakta, the door, called Mukha (mouth) is akin to the ‘‘Kirttimukha’’ 
(see infra). 

# In principle, the temple has 4 doors (cf. Part V, notes 69, 73), facing the cardinal 
points (‘Isanagivagurudevapaddhati’, III. ch. XII. 17). They are Šāntidvāra: the Door 
“Peace”, in the Fast; Vidyādvāra, the Door “Knowledge” in the South, Nivrttidvära, the 
Door “Turning away from the world’ in the West and Pratisthāģvāra, the Door “Firm 
basis’ in the North. These four names are those of the four Kaläs, the ontological part- 
aspects of manifestation, according to Saiva terminology. 

Their hierarchical sequence is, beginning from the lowest Kalä: Nivrtti, Pratisthā, Vidyā 
and Sänti. All these doors however lead to the fifth and highest Kalä, and to the Supreme 
Essence of the Pure Principles. 


“ Cf, The animals carved in the round on the tep of Mauryan pillars (3rd century B.C.) 
and the representations on seals from Mohenjo-Daro (Sir John Marshall, ‘Mohenjo-Daro and 
the Indus Civilisation’, Pl. CXVI. 3 and 5), of an animal figure placed on a platform on 
top of a pole, and carried in procession. The Garuda-Stambha in front of a Visnu temple 
appears as a lineal descendant of these most ancient Vāhanas. Nandin, the Vāhana in the 
Mandapa, directs the approach (abhigamana) to the Garbhagrha (Pl. LIT); placed outside 
the temple it regulates the circumambulation (note 1, Pt. VIII). 


80 817 


THE ‘WINDOW’: GAVAKSA 


T body of the temple is full of openings not factually but symbolically. 
As 1. is saly one opening, that of the entrance; in effect and in symbol 
it is repeated at the cardinal points, as a massive door’ (ghana-dvara) or 
a rectangular niche; in addition there are many niches of varying sizes in the 
wall, socle and the superstructure of the temple. The major niches hold images 
which are directly connected with the main divinity of the temple, the 
smaller ones, which occupy less important positions, on the socle, in any direction, 
housing lesser divinities. Being thus enshrined in a rectangular frame, the image 
is singled out, its importance being increased in that it appears manifested straight 
from the centre. Across the massive door its presence shines forth. The Ghana- 
dvāras possess this primary symbolic function by virtue of their original position as 
doors in the cardinal points. While the rectangular shape of the niche is retained, 
its place-value remains by association only, if located anywhere on the perimeter of 
the temple. 


The walls of the temple, as has been shown, are transmuted into carvings and 
images which are an exposition of the meaning of the Prāsāda. They are bodied 
forth; Astadikpālas, Pratihāras, Apsaras and other lesser goddesses, Mithuna 
groups, Särdülas and the like are the furthermost exponents of the Präsäda, un- 
framed, unshrined, and peripheral shapes of the walls. Framed however in their 
niches, each a small shrine, pillared and having frequently a superstructure and roof 
of their own the major divinities are sheltered, each niche being a paradoxical 
massive-door in which is beheld an aspect of the divinity of the temple." 


The wall is full of figures and images; it releases them to the sight one step 
further than it proceeds itself, as its envoy invested with its power; or it 
envelops them within its body as does the womb of the temple (garbhagrha) the 
main image which is enshrined in it. 


The rectilinear niches—with or without their multiform crowning ‘roof’ 
: Shapes” are far from being the only symbolical or paradoxical openings on the body 


+ 


# The niches. are sunk in the wall, in the temples of South India (Tanjore) and in 
Orissa ; the image is housed within the thickness of the pier. In Khajuraho, however, the 
pillared niche with its canopy is a balcony-like projection from its buttresses. This is the 
tule also in Rajputana, Gujerat, etc. 

50 They are replicas in relief of various kinds of the superstructure of the temple and 
conform with its regional and chronogical varieties, or gables or pediments, consisting of 
Gavākga patterns (Pl. XLVI, bottom, the two lateral miniature shrines ; see also note 57). 


51 The vertical, pointed or spatulate termination of the gable or keel arch is plain in 
rock cut temples from about the beginning of the present era. From about 500 A.D. onwards, 
the ends of each of the two branches forming the arch, curl up in scrolls, to the right and left of 
the central extension (Ajanta) which frequently carries a lotus flower (Parašurāmešvar Temple, 
Bhuyanesvar ; Bundana, Rajputana, etc. ; 80-90 century). The Kirttimukha is the general 


finial of the Gaváksa in the 10th century, in North and South India, but is established there 
also on earlier monuments (note: 68). 
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of the Präsäda ; while they are “massive doors””, the others are ‘‘massive windows”. 
These are invariably curvilinear; a circular or nearly circular arch encloses the 
internal space, a pointed arcli outlines the Gaväksa. The archivolt, the face between 
these arches, is variously carved. 


The shape of this window is derived from the curves of light bending wood, 
such as bamboo or branches. The outer arch results from two branches being fixed 
at the bottom and their heads tied together at the top; an end piece of the arch 
marking the place of the conjoint ends of the branches; or, the extension acts as a 
prop for a carved symbol, such as a lotus flower which it carries on top; or the mask, 
called Kirttimukha, covers it completely, widens the area of the extension and 
gather in its shape the total meaning of the arch (Pls. XLVI-VIII)** The inner 
arch of the Gavaksa has a continuous, round curve and is derived from one branch 
being fixed in the ground at both its ends.” Where this double arch is part of 
the roof, the inner barrel shape as well as the gable arch are kept in position by a 
thong or withe; the tie-rod together with the arches were copied in heavy bent 
timber and ultimately in stone or brick; the arch, as a rule remains open at the 
bottom, the ‘tie-rod’ forming the base of the image within the Gaväksa (Pls. XLVII- 
VID.” 

In its largest form as exemplified on the Hindu temple, the Gavaksa is an 
antefix known as Šukanāsā; it shields the structural opening of the Sikhara or 
superstructure (Pls. XLVII-VIII) ; there it has, on the temple, its original and 
leading place. It may however be repeated on a lesser scale in the three other 
main directions, in front of the central buttress. In South India it is placed at each 
cardinal point of the Sikhara or dome shape of the “High Temple’. In its particular 
Drāvidian version beset with flames it blazes forth from the many chapels on each 
Bhūmi ; varied in size and the elaboration of its details, 


Such Nāsās (Näsikä; Kudu) are also repeated horizontally on the Kapotālīs 
or cornices; there they had their place, originally, as attic windows, in which form 
they have figured since the days of Barhut. Thus the Gaväksa is originally a 
dormer or gable window and it retains as its outline the shape of the arch of vegeta- 
tion, the shape of Prakrti." 


On Nāgara temples, the offsets of the Sikhara are each enmeshed and covered 
by an unending web of Gavaksas ;°* where the Sikhara consists of offsets only it 
appears shrouded in Gavāksa-lace ; so are the Srngas and Tilakas ; on some temples 


52 Cf, Part IV. The arch described in the ‘Apastamba Srauta Sūtra’, and the arch of the 
chapel, the Budirghar, set up in the celebration of Holi (Part V, p. 159). 


3% A completely circular opening however occurs, though rarely, in Gaváksa patterns, or the 
inner arch may appear as gathered into a point at the bottom, in the centre (21. XLVIII) ; these 
however are variations of the Gaväksa net only and not of its more important larger versions 
such as the Sukanäsä, and the various kinds of Nāsās or Nāsikās, Šūrasena, Simhakarna, etc. 
('Samaräfiganasütradhära’, LVII. 37 ; 924 ; 967 ; ‘Kasyapasilpa’, XXII). The curvilinear edge 
is responsible for the appellation “masa” ; cf. Šukanāsā, the parrot’s beak. 

5 Cf. the so-called ‘‘Caitya hall window”? of Buddhist Caitya halls, the “Sun window” 
which is the correct name of the Caitya hall window. It admits the light of the Sun which 
reaches the Caitya or Stipa at the far end of the hall. 

55 See Part VI, p. 214 ; also Kramrisch, "Kaliūga Temples’, JISOA, vol. II. pp. 43-60. 
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i imilarly overspun.** The ‘niches’ 
uttresses on the perpendicular walls are similarly pu 0८ 
a on the ill or on the socle of the temple, are similarly crowned. 


Gaväksa is usually rendered as “round window’’ or ह ge nn 
Gavah (plural of ‘Gauh’) are the rays of the sun (Sayana, on RV. a x ). e 
ray as well as the sun is called “gauh”.” The first part of the term Gavaksa means 
Sun or ray and “aksa ', its second part, means axle, pivot, wheel, curve and eye. 
Ray-wheel or Sun-arch would be appropriate translations expressive of the symbolic 
function of the Gavaksa on the Hindu temple.” It is not to admit the rays of the 
Sun into the temple, for the ‘windows’ are closed and as solid a part of the wall as 
are the massive and impenetrable doors. They are not meant to conduct the light 
of the sun to the image within the dark Garbhagrha ; on the contrary, their original 
function as windows of the houses of man is negatived on a Hindu temple, the 
house and seat of God. He is the Light as He is the Door. The presence of the 
Devatā, the Shining one, sends forth his splendour in the darkness of the Gar- 
bhagrha and upwards across the innumerable ‘ray-wheels’, ‘ray-eyes’, or sun- 
arches’, the Gaväksas, by which the body of the superstructure of the temple is 
covered. The retrovert sense of the Gavāksa has the same paradoxical logic as the 
impenetrable door. "The house of God is other than that of man ; its parts though 
similar in form and name function in the opposite direction.” ‘The door is blocked 
and so is the window ; they are parts of the massive body of the temple. 

The deity looks out from the innumerable windows of the temple. In these 
symbolic wheels and arches, shapes are frequently carved which further illustrate 
their meaning. In the relatively most ancient Gaväksas of temples, the face of a 
celestial looks out (Gandharvamukha)® or a lion is framed by its arch as on the 
Sikhara of the Parasurämesvar Temple, Bhuvanesvar, forming part of an almost 
pictographic language, for the Lion is the solar animal.“ Celestials or Lions look 
out from the temple towards the devotee on whom the light is shed from its dark 
source within, across its massive walls and closed windows. 


** Temple in Barvasagar, Jhansi (ASI. 1915-16, Photograph No. 1945). 

अ Pāpanātha Temple, Pattadakal ; also Pl. LXXI, III, note 50. 

** Modern interpretation by Indians calls it “cows eye” following a popular etymology 
forgetful of the original connotation, though the word for cow is go (gav) and ‘aksa’ denotes 
the eye. These two meanings are however not the only ones of the two parts of which the 
word Gavákga consists. The ‘Vacaspatya’ definites Gaväksa, s.v., as that by which the rays 
of the Sun—or the waters—penetrate and pervade. 

१ RV, T, 84-15. The ray is also called “gauh” ; ‘Sama Veda’, I. 2. 33.4 ; ‘Nirukta’ IV. 25. 

% RV. VI. 56. 3; ‘Nirukta’, II. 14. 

१ Ray-wheel, moreover, would correspond to the construction of some of the earlier 
Gaväksas with their radiating internal frame in the imitation of the wicker work by which 
the inner circle was filled. 

ES These dispositions of the visible, of light or darkness, have their equivalent 111 
‘emancipated’ or reverse thinking (Coomaraswamy, ‘Angel and Titan”, JAOS, vol. 55, 0. 403); 
cf. Maņiprabhā on ‘Yoga Sütra’, I. 29. ‘Thought is said to be reversed (pratyafic) when it turns 
against the current”, 

9 Jouveau Dubreuil, ‘Dravidian Architecture”, p. 12. 

१ Visgudharmottara”, III. ch. LXVII. 8. 

% The small round apertures in the Jāla or web of Gaväksas, in Latās, etc., are frequently 


didi a successively narrowing rings, forming all-round steps which lead to the deep central 
axle-point. i 
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The Gaväksas in their retrovert function allow the luminous nature of Divinity 
to penetrate the solid masonry of the Prāsāda ; it leaves its superluminous darkness 
within the deep eyeholes of the Gaväksa.” On Sikhara, Bhümis and Kapotas, the 
rows and webs of Gaväksas hold in their rounded contours a central darkness, 
dispersed in infinitesimal points in the texture of the Präsäda. 


० The Gaväksas—especially of the Sikharas of Nāgata Temples which they cover with 
their web—have come to denote an indefinite number of the shrines of the gods which they 
indicate ‘pars pro toto’, and which have been coalesced in one total mansion. On the Bhümis 
however of the South Indian Jāti Prāsādas the various chapels of the gods preserve their several 
shapes intact and bear the variously large Gaväksas, the Nāsās and Kudus, as frequently 
repeated, though always detached, shapes (Fig. on p. 187). Ë 
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Door, niche and window are the architectural symbols of the passage of man 
to God and of the nearness of divinity ; they are places of initiation and manifesta- 
tion, To them adornments are added which enrich and illustrate their meaning. 
They are carved in the likeness of animal and man but do not represent them for 
they do not portray things seen; they give form to the contents of realisation at 
their proper place, the door, the niche and the window. Pre-eminent amongst them 
isthe Face of Glory, the Kirttimukha. Its essential place 18 at the apex of the 
Gavaksa. It figures most prominently on the largest Gavaksa of Nagara temples, 
called Šukanāsā, the antefix of the open arch of the Sikhara (Pls. XLVII, XLVIII, 
L.).” On Hastiprstha temples it looks over the apex of the arch of the facade 
(Kapotešvara Temple in Chezarla, Guntur). On Dravida temples it dismisses from its 
mouth the arch crowning each chapel or each of the attic windows of each chapel in 
the parapet of the Bhümis, the storeys of the superstructure; the Kirttimukha is also 
carved on its cornices and those of the wall of the temple.” But the Face of Glory 
does not only crown the arches of the window openings ;* on some teniples it does 
not surmount, but fills the opening of the window.” Varied in certain details of its 
appearance it figures for example on the apex and also within the ‘opening’ or 
surface of the Gavāksas or Nāsās of the Great Temple in Tanjore (Fig. h, p. 187). 

“The Face of Glory has its main position on the apex of the arch or in its centre, 


१ 

*7 This blind, necessitated by the open trabeate arch of the brick or stone construction is 
made level with the façade of the Antarāla, the small porch in front of the Prāsāda ; it is its 
superstructure (Pl. XLVIII). Repeated on a lesser scale on the Sikhara in the remaining 
cardinal points, it adheres there more closely to the central offset (lata ; pāga ; Pls. XLIII, 
XLV, XLVI) ; on Srügas and Tilakas it forms itself the central offset by vertical repetition 
and diminution (Pls. XLVI—IX), an intermediate stage between the Gavāksa of the 
Sukanāsā and the Jala or net pattern covering the whole Lata or offset. This blind does not 
belong to the original Sikhara made of boughs, the ‘Tabernacle’. 


% On the apex of dormer windows, the Kirttimukha is carved in the rock, on caves XXVIII 
and elsewhere in Ajanta, in the seventh century A.D. Cf. Kont-gudi Temple, Aihole. 


i "It occupies the place of the ‘keystone’ of the arch on the Torana or halo (Prahhä- 
Toraņa ; Tiruvasi) of stone steles of images, specially in Eastern India (from about 900 A.D.) 
and of metal images in South India. Cf. its rôle in the architecture of Java, etc. 


7 Durga Temple, Aihole, sixth century. 


_ The position of the Kirttimukha on top or at the head of a building has its correspondence 
when worn on the head of images of divinities; one of the earliest known examples of the 
Kirttimukha is carved in Amarävati, in a relief of the last period, representing the Rāmagrīma 
Stūpa ; it figures as an ornament in the crown of a Naga, Ind century A.D. ; C. Sivaramamurti, 
‘Amaravati Sculptures in the Madras Museum’, Bulletin IV, Pl. LXI. 1. A head of a Siva 
image from Mathura (in the Curzon Museum, Muttra) of the 3rd-4th century has a Kirttimukha 
in its headdress. Pearl strings and a pearl pouch, in the middle hang from its mouth ; two 
long paws are carved ०० either side of the ‘Lion’ face. Siva having a Kirttimukha in the 
J afämukufa, see Dašāvatāra cave, Elura ; a Kirttimukha figures also in the Karandamukuta of 
a Dvārapāla from South India, Coomaraswamy, “Vakgas”, I. op. cit. Pl. 18. १. To this day it 
is part of the coiffure of the dancers in Cambodia. I 
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but features in addition on the front of the threshold of the Garbhagrha” to either 
side of the lotus stalk in the centre ; it is moreover seen as a repetitive motive along 
the socle or base of the temples, where it is known as ‘Grasa-pattika’ (S.S. LVII, 
956) in Gujarat and as Rāhurmukher-mālā in Orissa; it is also carved on either 
side of the steps at the base of South Indian temples” and forms the ‘beginning’ or 
the centre of carved panels of the ‘Vedi’ (P1. IX). 

Above and below, on the apex and on the base, is the awful visage of the Face 
of Glory, the Kīrttimukha. The countenances of animal and man are fused in this 
mask inflated with breath, bulging with power and modelled over the dark grin of 
death’s skull (P1. L). 


It usually has the mien of a lion ; and is therefore also known as Simha-mukha, 
the Lion's face. It is horned; the frown on its forehead (simha-laläta) is gathered 
in a third and middle horn between the two stag-or ram horn like extensions of the 
bulge of the eye globes. These protrude from deep sockets, in the fury of breathing 
which unites the horns of the dragon with the pouches of the lion’s cheeks. The 
out-breathing of the animal, the globes and curves of its Mask, are held in check 
by the central vertical, the nose, which inhales with vibrant nostrils, aud by the 
horizontal bridge below the eyes and across the nose, where the breath is restrained 
between inspiration and expiration. The inspiration is through the nose, an in- 
drawing of scents which the earth below sends up 


The Kirttimukha is made by art; multiform and protean” it is one of the 
essential symbols in which the Indian craftsman thinks. It conveys supreme 
Reality which is the origin and the foundation; it is carved at the apex of the arch, 
on the threshold and on the base. 


This symbol is known in Indian sculptures dating from the beginning of the 
present era’ when classical antiquity contributed to it the physiognomy of its own 
lion masks. It has an equivalent in the Chinese T’ao T’ieh, the ‘Devourer’, known 
from the second and first millennium B.C. In mediaeval Europe it is seen for 
example, in Nötre Dame la Grande in Poitiers, while in English church archi- 
tecture it is known as the “Green Man’’.” 


7 To either side of the lotus stalk in the centre; cf. ‘Padinapurana’, Uttarakhanda, XI, 
see below. 

2 Especially in Malabar (Temple in Thirukkadittanam, Travancore, c. 11th century 
‘Travancore Administration Report’, 1115 M.E., p. 6). In this and all other examples, the 
arch like curve of the side of the steps springs from the open jaws of a Makara, below, and 
ends in the open jaw of a Kirttimukha, above. 

7 The components are differently fused, quantitatively ; sometimes the face of man pre- 
dominates even over that of the Lion, etc. (Tanjore). 

74 See mote 7o and also horned Kirttimukha from Sirkap, Taxila; ASIAR, 1919-20, 
Pi. X, Figs. 25, 31 (cf. “classical” lion’s heads from Taxila ; ASIAR, 1915-16, Pl. V, g, etc. 
A Kusana version from Nasik is illustrated in ASIAR, 1936-33, Pl. VII. 

Kirttimukhas in the Gupta age are frequent, for example, carved on the railing of Bodh- 
gaya, 

Two paws are added to the face (see note 70), for example, also at Rajaona (sth-6th 
century Candimau”, ASIAR, 1911-12, Pl. LXXIII) ; the paws, as a rule, are absent in 
Indian representations but they form part of the Tibetan version 

75 H. Marchal, “The Head of the Monster in Khmer and Far Eastern Decoration’, JISOA, 
vol. VI. p. 97 f. Lady Raglan, "The Green Man in Church Architecture’, ‘Folklore’, vol. L, 
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It has its most explicit form on Indian temples from the tenth century onwards, 
were itis placed on the apex of the Gaväksa of the Sukanäsä, etc. and comprises it. 
The Face of Glory generally is an incomplete face and has no lower jaw. Instead, 
below its tusks, from within its mouth, issues the arch of the Gaväksa together with 
the many forms on, within and around it (Pls. XLVI-VIII. L.). The archivolt is 
filled with a scroll fulftof Ganas and music in its convolutions (Pl. XLVII). On 
Orissan temples (Muktesvar, in Bhuvanesvar, etc.), a bell on a chain dangles from 
the centre of the archivolt ; spirits of the air are seen flying towards it. "The outer 
edge of the arch is variously beset with curly carvings; foam, flames and wings are 
born there.” These belong to and extend from Makaras which lie at the base and 
form the ends of the arch (Pls. XLVII and XLVI).” In this combination, the Face 
of Glory is known as Käla-makara.”” Makaras moreover frequently issue from 
beneath the pouched cheeks of the Kirttimukha (Pl. L). 

The inner circle of the arch of the Sukanäsä, etc., as a rule, is not closed below, 
but on the level of its horizontal tie-rod rests an image, a particular aspect of the 
divinity of the temple (Pls. XLVI-VII), or the inner circle is filled by a lotus flower 
or the face of a Deva or Asura (Brhadisvara Temple, Tanjore). The lotus in the 
Gavāksa in some of the earlier temples (Muktešvar, Bhuvanesvar) corresponds to a 
lotus at the apex. The lotus at the apex is also carved in Eastern India on the 
Prabha-Toranas of steles; there it precedes, and is analogous in meaning to the 
Kirttimukha ; lotus (stalk) and Kirttimukha are also the symbols of the threshold. 


The Face of Glory has, in the main, the physiognomy of an animal. In and 
around this ‘animal caeleste’, lion and ram, dragon and serpent, fish, bird and man, 
combine. Breath inflates and death hollows its face. 


Whose is the glory, whose the Face? Its forms and names give the answer. 
The Face of Glory is known as Grasamukha in Western India, as Rahur-mukha 
in Eastern India.” It is also known as Kala. ‘Gras’ means ‘to devour’ (cf. the 
Chinese Tao T’ieh) and also ‘to eclipse’. Rahu causes the eclipse of the Sun and 
Moon, His name also designates the eclipse itself. Rahu is the Caput Draconis, 


p. 45 Í ; cf. also a corresponding face, in E. J. Millar, ‘English Illuminated Manuscripts from 
the roth to the 13th century’, Pl. XI, from a roth century Psalter, 

The Gorgoneion, “an awful monster’s grizzly head” sent up by Persephone from Hades 
(‘Odyssey’, IX. 633 f.) is a cognate Head, with glaring eyes, protruding tusks, etc. The 
monster's Head itself is the monster. 

** “Foam” in the present example, flames in Orissa and South India ; Wings, not only on 
the temples of Bali, ete., but also of parrot-shaped ‘Su-parnas’ on either side of the Šukanāsā 
of the Käsinätha tetnple, Pattadakal. 

” Tn Pl. XLVI, the Makara is replaced by a ‘Face of Glory’. Kirttimukha and Makara 
are closely related ; see infra. On a Kála-makara Torana at Terahi, Gwalior (ASIAR, 1914-15 
Pt. I. PL. XVa), female figures issue from the jaws of Kāla. m > 


3 Stutterheim, "The Meaning of the Kāla-makara Ornament’ ‘Indian Art and Letters’ 

x m, 1 I a s 4 etters , 

.S. A x ais en de la Tēte de Kala’, “Revue des Arts Asiatiques’, vol. XL. 

a is the first presiding divinity of Rähu, and ‘Indi ti 4 

XXXII, br y and Sarpa the second (cf. "Indian Antiquary', 
In Cambodia, it is known as head of Rāhu : it is also known a Nasi 

» २, n as nu ; 5 Vanaspati, ‘Lord of 

"11. oe ki 2 Kr J; z Taye = in Assam (ASIAR, 1946-37, p. 58 ; referring 

: at lemple, Sibsagar). € Lotd of the Wood zever i ë C 

of Light (vana) or intellectual Splendour. en Omer a s 
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the ascending node of the moon or the point where the moon intersects the ecliptic 
in passing northwards. Rähu is also one of the nine planets (Nava-graha) but is 
not visible, being a planet of an aeon which is no more. 


Grāsa and Rāhu are synonymous; they denote the Devourer. The Devourer 
more specially however is Time, Kāla. These are the three most freguent names 
ofthe Face of Glory. Rāhu has the widest currency and content. He has also his 
own myth: 

In the fight of the gods and demons, the gods werein danger of losing. They 
were not immortal; Amrta, the nectar of immortality, would make them immortal 
but would have to be churned from the ocean. For this purpose, the gods required 
the help of the anti-gods, the Asuras, the demons. The gods negotiate with the 
demons and they agree that the Amrta obtained by churning would be divided 
equally between the gods and demons. The powerful Asuras however carry off the 
Amrta and quarrel among themselves as to who should get more and who less. 
They entrust the Amrta to the great God Visnu. He however passes them by and 
gives the drink of immortality to the gods. Rahu, the Asura, sees this treachery, 
assumes the shape of a god and gets the drink. But while Rahu just sips of the 
Amrta the Sun and the Moon perceive his trick. They point him out to Visnu who 
cuts off Rahu’s head. The head however had become immortal by having tasted 
Amrta. Hence Rahu, the immortal Head, the Face of Glory, tries to swallow sun 
and moon whenever he gets near them. When they are partly or wholly hidden 
in Rahu’s mouth, they are eclipsed. 


The myth of the treachery of the gods and of Asura-power is summed up by 
Varähamihira in the ‘Brhatsamhita’, V. 1-3, in the chapter which treats of Rahu. 
Some teachers (ācārya) hold that the head of the Demon, though severed (from 
the body) by Visnu, yet alive by virtue of Amrta, became a planet (graha). He is 
invisible except at the time of an eclipse (parva-kāla), his shape is like the circle of 
the sun and the moon. Some say he has the shape of a serpent, others assert he 
has no shape and yet others believe that he consists of Tamas, Darkness.” 


The commentary of this passage explains that Rahu, the Asura, is the son of 
Simhika, the Lioness. She is Nirrti, Destruction, the daughter of Diti, ““Dividing”” 
(‘Brahmavaivarta Purana’ I. IX. 41), the mother of the Maruts and the arch-mother 
ofthe Demons. Simhikā, untimely, asked Kāšyapa, the Seer (19), for a son. 
Furious, he gave her a son, as cruel as Yama (Death) and Kala (Time), Antaka 
(the Ender) ; the learned called him Rähu, says Paräsara. It is Rähu who gives 
both good and bad luck to man (Comm. Br. Samh. V. 2). 


Rahu who is Tamas, Darkness and Death, is the son of the Lioness. The Lion 
is the Solar animal. His figure is the device on the banner of Siirya. Rahu is also 
called Svarbhanu ‘Splendour of Radiance’. Svarbhānu, the Asura, overspreads and 


६० Abbreviated.—This traditional knowledge however is discussed from a ‘modern’ angle 
in the Rahucara chapter of the ‘Brhat Samhita’. Rähu is also known as Bhūchāyā, the shadow 
of the earth (cf. however the Balinese name of the Face of Glory, which is Boma, the ‘son 
of the Earth goddess’, Bhūmi). The interpretation as Bhū-chāyā, however, does not concern 
the Face of Glory ; whereas Boma, son of the Earth goddess, in his terrestrial origin, illus- 
trates by analogy the origination of the Face of Glory in the ground (bhümi) of divine being. 
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conceals the sun with darkness (RV. V. 40. 5-6; S.B. V. 3. 2. 2), being greater 
than the sun, the manifest divinity. 


T : Darkness, and Svarbhānu: ‘Splendour of Radiance', or Vanaspati, 
Lord of the Light; Kāla: Time and Death, and Asura are the names of the Face 
of Glory in the polarity of its portent. Asura is derived e ‘asu’, ‘vital breath” 
and ‘ra’, “who gives” (RV. V. 41.3). It is the Supreme Spirit who, breathing, 
gives the Breath of Life.” 


The Face of Glory on the Hindu Temple has its essential position on the apex 
of the Sukanāsā, at a definite proportionate height of the superstructure ; above it 
practically no images are carved on the trunk of the Sikhara of a Nāgara 
temple; from it downwards extends the realm of figured shapes (Pl. XLIII-IV, 
XLVIII). 

The Kirttimukha is a mask made up of the face of the Lion (Simhamukha), 
of Death’s head (Käla) and the Dragon’s head (Rähu, Tamas). The Lion, the 
Solar Animal, the Splendour (Yasas; tejas), on the flag of the sun, the symbol of 
justice and power, is the Destroyer of fiends. The mantra, the magic formula, 
on giving a lion to Mahädevi, the Great Goddess, is : “Do thou destroy my enemies’’ 
(‘Mahänirvänatantra’, XIII. 257). It is similar to the mantra of Rāhu: “Enemy 
of Soma, the Moon, destroy my enemies” (ib. XIII. 111). “The lion as destroyer, 
isan embodiment of but one side of power; the solar animal is Power altogether. 
In Vedanta, it is said that the Supreme Lord (Paramesvara) is a Lion. The 
Supreme Spirit (Paramātman) is the Lion (Simha), in the Narasimha-avatār 
of Visņu, and Nara is the creature (jiva).” The ‘Kalikapurina (XXX. 130 f.) 
speaks of Narayana or the Supreme Spirit as Brahman. Narayana is the Simha 
or Lion part of the Narasimha Avatar. 


In the ‘Mahabharata’ (I. 19. 7-11), Visnu as Narayana cuts off Rahu’s head. 
Only the Supreme Spirit can by its death-bringing gesture give and restore life 
eviternal to itself, to its immortal Head, severed from the fallible body of the world 
of dichotomy in which strife and deceit of Suras and Asuras take place. 


In the mask of the Kirttimukha, the life-giving power breathes forth in lion 
features the splendour of radiance which belongs to the solar animal ; the Lion face, 
Simha-mukha, is that of Svarbhanu ; its eyes blaze ‘like lightning’ (‘Padmapurana’, 
Uttarakhanda, XI). The sun, the Eye of the All (RV. VII. 63. 1), is behind the 


RV. X. 10. 2 and X. 11. 6, Sāyaņācārya explains Asura as ‘pränavän’, breathing, 
prajiavan, ‘pro-gnostic’. Asura is ‘Prana dätr’. 
Y The Vedic Mantra of Rahu is given in RV. IV. ar. 1. 
** «Citsukhī' or ‘Bhasyabhavaprakadika’ on ‘Brahmasiitra Sañkarabhásva? ; Dedication 
verse. : 
| The Lion is seen to emerge from the high crown of Virata-Purusa above this image of 
Vignu, in a relief in Bädämi (R. D. Banerji, Memoir 25, ASI, Pl. XIV 9). 


On the ridge of the Sukanāsā, on temples of central India and the Deccan an image of 
the ‘Lion and the man’ is placed immediately behind the Kīrttimukha and exceeds its height. 


In the temples of Orissa, etc., the figure of a lion literally springs from the Sikhara. See the 
following chapter. 
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mask,”* behind even Death’s skull; the mask is dilated by breath, the outbreathin g 
of the Supreme which is and makes the world.” 


The Lion-face* carries the attributes of the Dragon or Serpent above and below 
its bulging countenance. Above are the Dragon’s flaming horns. The horns are 
rays (RV. VII, 55. 7. comm.).* The triple horns unite the ‘natures’ of the ‘Lion’ 
and the ‘Dragon’ in the triple unity of Time.” 

The dragon, the Serpent component of the Kirttimukba has no chin. The 
majority of Kirttimukhas on Indian temples are without lower jaws.” Thus 
Vrira is described (RV. V. 45. 6) the All-coverer, who has neither hand nor foot 
(RV. 1. 32. 7). The missing lower jaw is a more forcible representation than the 
open mouth, of out-breathing, sending forth, emitting the breath of life. Could the 
mouth be closed the progression of life would be at an end. Thus, a consecrated 
person should smile with his mouth shut, so that he may retain his intellectual fire 
(tejas; ‘Taittiriya Aranyaka’, V. I. 4). Vrtra, however, who has in himself 
splendour ('Paficavimša Brahmana”, XX. 15. 6), who enveloped the world (‘Tait. 
Samh.’ II. 4. 12. 2) when as yet there was no distinction of being and non-being, 
life and death, day and night (RV. VIII. 100. 7) and who is wealthy, ‘‘comprehends 
within him all gods, all knowledge and all oblations” (Vaj. S. X. 5. 2), breathes 
out his splendour, wealth and sovereignty (cf. RV. I. 80. 6) into manifestation.” 
This was when his jaw had been smitten by Indra’s bolt; manifestation came forth 
from the smitten Dragon, the Enveloper, at the moment of his death. This Death 
does not die (S.B. X. 5. 2. 8); it is a condition and ever renewed accompaniment of 
manifestation : it is immortal like Rahu’s head itself which is Death’s open secret. 


The Lion's head, and the Dragon’s head are modelled on the frame 
of Death’s head. The deep holes of the fleshless sockets of the eyes are filled 
entirely by their blazing orbs. It is a re-conditioned face, not that of any mortal 


“In some representations from Eastern Java (Stutterheim, 1.c. Fig. rr) and the Sunda 
islands the Face consists of a single circle, the eye. Its bulging shape fills an outline of 
Gaväkga shape, thus truly a Gavāksa or Sun-arch though no longer recognisable as window ; 
cf. also the Kirttimukha in the Gavaksa, as in the Durga temple, Aihole. 

*5 Cognate with this Lion-sun component in the ronstitution of the mask of the Asura 
are the ‘birds’ carved on the Prabha-toranas of images (Suparnas or Hamsas ; Kramrisch, 
‘Pala and Sena Sculpture’, Rüpam, 1929, Figs. 14, 15), and also to either side of the Sukanäsä, 
for instance, of the Käsinäth temple, Pattadakal, but they are not frequent amongst the 
Avarana or surrounding symbols of the Face of Glory and feathery forms alone curl from and 
around the edge of the Gaväksa (Pl. XLVII). Su-parņa (RV. I. 35. 7), ‘well feathered’ is 
the name of the small sun-birds. Well feathered and winged is the Gavāksa below the Face 
of Glory. The feathers sometimes are flames: Agni was first generated from the Breath 
of heaven (RV. X. 45. 1). 

86 The Lion is the Vahana of Rahu according to the ‘Matsyapurana’ (XCIX. 7). 

87 Agni is 'tridhātu Sfhga’, his horns are three (RV. V. 43. 13); Brahma has 4 horns 
(RV. IV. 58. 2). 

88 The succession of past-present-future (cf. the Trident of Siva) is converted into simul- 
taneity in the Face of Glory, the mask of the God-head. 

$° Where the classical influence prevails or persists, as in the more or less ‘human’ faced 
mask, the lower jaw is present.—The Tao Tie'h also is without a lower jaw (Pelliot, ‘Jades 
Archaiques de Chine’, 1929, Pl. XVII). | 

१० Coomaraswamy, ‘Angel and Titan’, JAOS. vol. 55, p. 400. “No essential value would 
be really changed in the “Purusa Sūkta” by a substitution of Vrtra for Purusa”, 
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creature (jiva) ; it is the mask of Paramatman, the Supreme Spirit, under the Lion’s 
een the lower jaw fallen away after the decomposition of the 
flesh, is not seen. In the Face of Glory it is covered by tusks, u a 
streamers, hidden by scrolls, indicated but disguised, gone over from the mask of 
death into the arch of manifestation (of tne Gavāksa) and the curling foam of Breath. 
Inasmuch as the Kīrttimukha is modelled as the Death-head, it is the mask of Kāla, 


Time, the Devourer. 3 

As Kāla, the Kīrttimukha, Rähu’s head, devours sun and moon. Even though 
hidden by Rahu, the Eclipse, sun and moon are not swallowed by the open mouthed 
devourer, Time. He sets the measure of their courses by eclipsing them and setting 
them free again to meet his dark power. f 

"The Face of Glory, the Kīrttimukha has thus three aspects. (1) It is the 
Death-head of Time (Kāla), the Devourer (grāsa), of Rahu, the Eclipse. (2) Death's 
head is vested with the insignia of Ahi-Vrtra, the Dragon, the ophidian carrier 
and source of the solar power, the monster which envelops the universe and emits it. 
In this aspect the chinless, horned, fiery mask covers the reality Purusa’, while 
(3) from its Lion’s look and breath, the Supreme Spirit, Brahman goes out into 
the world.” | f | 

Death and the Living Breath, Dragon and Lion, out-pouring and indrawing 
coincide in the Monster's head, the Face of Glory. This Supreme identity of 
contraries constitutes the mask of the Godhead, the Kīrttimukha. 


The Kīrttimukha, the head of Rāhu who is Svarbhānu, radiant Splendour and 
Tamas, Darkness, is a seat of the superluminous darkness which has its architec- 
tural receptacle in the Garbhagrha. Prior to its manifestation the Light is īm the 
Darkness, for ““verily this was at first Darkness (Tamas) alone. It abode in the 
Supreme” (Maitri Up.’ V. 2). Thus the ‘Mahanirvanatantra’ (IV. 25), hymns the 
Great Goddess: “Before the beginning of things Thou didst exist in the form of 
Tamas, which is beyond speech and mind; and of Thee, by the creative desire of 
the Supreme Brahman was the entire universe born.’’ The world is the outbreathing 
of the Supreme. Breath in the shape of foam and curls is exhaled from the open 
mouth of the Kirttimukha. It passes along the arch of the Gavaksa, the arch of the 
Sun and of manifestation. The curls of breath turn hither and thither, up and 
down, in multiple shapes, foam of the celestial waters, feathers of sun-birds, move- 
ment in which is dissolved the body of the Makara which is foremost amongst the 
monsters of the sea (Pls. XLVI, XLVII). The movement is densest in the archivolt 
where it acquires greater definition as vegetation-creeper, curving upwards, 
convoluted and full of spirits (gana) and their music or, a bell is carved in the centre 
of the archivolt, (Muktesvar Temple, Bhuvanešvar, etc.), straight from the Lion’s 
mouth for ‘‘all musical sounds are in that of the bell” (‘Matsyapurina’, LX XI. 10) 
and sound is the quality of the element ether (ākāša), the first and all pervasive, in 
the hierarchy of manifestation. The movement of Breath is shown by the rhythmic 
path of a creeper. It is the symbol of Nature ‘naturans’ and ‘naturata’, or 
Prakrti. he Brahman whence she is engendered comprises her in her 


K The "three bodies” (tanavas tisrah) of the Orisa or Kirttimukha are also those of Siva 
who is Kāla, Purusa and Brahman (Mahabharata, XIII. 47. 17) 
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transcendental aspect as Parā-Prakrti, in the form of Tamas. Prakrti manifest 
hawever is the ambient curve of the Gavāksa, the Arch of Nature, in which the 
rays of splendour have their circumference. Thus a Lion may fill the Gavāksa, 
or any aspect of divinity or the mask of the Godhead itself. 


The carvings of the Gavaksa and its arch proceed from the Kirttimukha and 
finally return towards it; as much as the creeper rambles downwards, so ‘muck 
also its coils compete upward until they are gathered at the apex, in the centre, 
where in some of the masks vibrant nostrils sniff up curls and coils, conglomerated 
in heavy ornament.” 


Thus inspired and replete, the Simhamukha dismisses from its upper jaw, on 
either side some of its contents, Makaras, for example (Pl. L.) The Makara, 
moreover, is closely associated with the Kirttimukha,” in the Kalamakara Torana, 
where the Kirttimukha crowns and the Makaras flank the arch of Gavaksa 
(Pl. XLVII) or gate, etc. In this relation the Simhamukha, the head of the Lion, 
the Solar animal, is the station of the sun, and the Makara (Capricorn), the gate of 
the gods, their way of ascent.™ 


Around the Kirttimukha stories were woven, some having Rahu’s myth for 
their background while in others the shape of the mask of the Godhead is seen worn 


०२ Vegetation creeper, foam of the celestial waters, sunbirds and rays, the symbols pro- 
ceeding from the Kirttimukha and belonging to the Gaväksa give form to contents such as 
are hymned in the ‘Taittiriya Aranyaka’, I. 1.2-3 : “O Waters, whose steeds are the winds, 
whose lords are the rays of the sun, whose body is formed of shining rays May the heavenly 
waters and herbs be auspicious to us and may they bring happiness to us 

Vegetation creeper, ‘foam’ and Kirttimukha in three quarter profile and in profile, see 
P1. IX 

* Cf. Pl. XLVI, where Kirttimukhas are substituted for the head of the Makara on ei'her 
side, at the base of the arch of the Gaväksa. ‘The Makara may have a Dragon's head or that 
of a Lion or bird (Mathura Torana, ‘Ep. Ind.’ II, Pl. II). 

% The Makara, the Dragon element in the constitution of the Kirttimukha, is collateral with 
it in many variations ; it issues from the Face of Glory (Pl. L) or, more generally, from the 
ends of the arch at the base where the Kirttimukha is the apex or finial (Pls. XLVII-VIII). 
The Makara, Vahana of Varuna, figures also by itself amongst the sculptures of the temple, 
at the base, as one of the ‘animals’ (p. 147) or it is part of the corbel of the capital, the Sirsa 
(Pl. LXXVIII). In the latter instance the jaws of the Makara are of essential significance, 
for in the mouth of the monster (Bartrhari, "Nītišataka', 4) is “a thing of splendour”. 
Festoons of pearls are frequently seen to issue from the mouth of the Makara, and also from 
that of the Šārdūlā and the Kīrttimukha. Re. Makara, see Coomaraswamy ‘Vaksas’, Part II, 
(Smithsonian Inst. Pub. 3059, pp. 44-56); and ‘An Indian Crocodile’ (‘Bulletin of the Boston 
Museum of Fine Arts’, 1936). The ‘jaws’ as a place of entry and exit have the ambivalence of 
the Door and are carved in this double function, with figures proceeding from or swallowed 
by the mouth of the Makara, for example: on a Kusäna Torana, ASIAR, 1906-07, Pl. LVI, 
jumping out of the jaw of the Makara, Devatās, flying forth from it ; cf. also ASIAR, 1903-04, 
Pl. LXV, Fig. 11. The arch is shown to issue from the Makara’s mouth, together with the 
Devatäs, ASIAR, 1922-23, Pl. XL f, but the movement of the arch can also be read in the 
opposite direction as being swallowed. Figures rushing to be swallowed or fighting unvan- 
quished in the mouth of the Makara, are seen on Pl. L XXVIII and ASIAR, 1909-10, 9. 75, 
Tig. 6 (‘Kinnara’ armed with sword and shield about to be swallowed by Makara) ; or the 
Makara is shown in its dual operation, as on a carved frieze of the Gupta period, from Sarnath 
(ASIAR, 1914-15, Pl. LXIV. d.) where a Yaksa is seen emerging jumping from the open jaw, 
while another Yaksa is about to be devoured by the Makara. 
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ted divinity. One legend, similarly recounted in the 
‘Padmapurana’ (Uttarakhaņda, X. 10£. XI. 36-44) and = Skandapuräna’ 
(Visnukhanda, Kärttikamasa Māhātmya, XVII) narrates how Rahu as messenget 
of Jalandhara, the Asura, demanded Parvati irom Siva whom he was about to wed. 
Siva thereupon produced a terrible being irom his third oe As „with 
lolling tongue, the eyes like lightning, hair on end, looking līke ae 
it rushes at Rähu; but $iva stops it and bids it to devour itself. This is does 
leaving only its head, the Kirttimukha. = | 

Šiva thus, from his wisdom-eye sees and produces a reflex of Rāhu which 
commits the act of self-sacrifice. It is part of Siva’s Consciousness.” Siwa as 
Mahäkäla shares in the name and features of the Kirttimukha (Kala). It is 
furthermore similar to the head of Narasimha, the man-lion Avatar of Visņu whose 
meaning is given in the ‘Citsukhi’. 

A Lingāyat legend,” narrowed in significance, tells of Siva-Sarikara-Sarabha. 
He seized Narasimha who had become excessively proud after having ‚killed 
Hiranyakagipu—the brother of Simhikä who is Rähu’s mother. Out of Narasımha’s 
severed head, Siva made the Kirttimukha. 


The mask of the Godhead is also the face of the great gods. In this world of 
dichotomy, of good and evil, where the Asuras, fallen, are the Titans or demons, 
the gods regain the integrity of the Godhead at the moment of strife and death 
when the Face of Glory of the Asura is beheld in the God’s own countenance. 


Ti 


“The wife of Kasyapa gave birth to two sons, Rāhu and Vastu. The head of 
Rahu was cut off by Visnu; Vastu was put down by the gods” (‘Saradatilaka’, III. 
2. Comm.). Rähu and Vastu are brothers. Västu is laid to rest at the base of the 
Temple and is its ‘plan’ ; Rāhu's head is fixed above, on the pinnacle of the Sukanäsä 
of the Sikhara; below it is the realm of images and appearance. Rähu's head is 
also on the apex of gates ; it is repeated moreover on Gaväksa emblems throughout 
the superstructure, on all the Bhūmis of South Indian temples, and on the cornices 
of the walls. There it is carved in the fullness of its meaning, as the Head; and 
Prakrti, the arch below. 


On the threshold of the Garbhagrha only the Head is carved marking the 
passage into transcendental nature; the Head, moreover is repeated in bands as 


or made by manifes 
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he legend of the Purāņas ends saying that the Kīrttimukkha should be represented 
at the entrance of Šiva temples and should be worshipped first on entering. Hence it is 
always found on the front of the threshold of the shrine; worshippers sprinkle it and are 
zum to step on it. In this version, only the Kirttimukha of the threshold is taken into 


9७ The images of Siva in his terrific (ugra) aspects, as Aghora, Bhairava and Mahākāla 
have bulging eyes, inflated cheeks, tusks, etc. The basic structure of these faces is that of 
ad: whereas it is that of the lion in the image of Šiva as Sarabhega. 

PF he Kīrttimukha, moreover (see note 70) has its place in the centre of Siva’s Jatämukuta. 
oe its noblest shape in Elephanta where it crowns the face of Tatpurusa in the image of 
Mahadeva. 3 d 

97 ¢ E 

॥ Seven Liñgáyat Legends’ (from the "Anubhāvašikhāmaņi"), ‘Indian Antiquary', IV 
P. 216. They are said: to be based on a work of the thirteenth century. A 
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Grāsapatti and Rāhurmukher-mālā,** as an enrichment of some of the mouldings 
of the base of the temples. There, the ‘animal caeleste’, the solar animal as 
Sarabha,” figures for all animal-nature sacrificially transmuted. 


The sacrifice of the lower self, the self-sacrifice, has its legend in Västu as well 
asin Rahu. Vastu is Existence and its extent. He regulates the proportions of 
the temple according to cosmic order and cyclical numbers. He is the metaphysical 
plan of the temple. Rāhu, as his brother,' is imaged on the walls and essentially 
on the superstructure of the temple. Between Rahu and Vastu is the realm of 
appearance or concrete form (mūrti) ; both give it sustenance: Vastu gives its frame 
work and Rahu fills it with the inexhaustible wealth of the forms of nature (Prakrti). 
Above Rahu they are not seen for as much as he emits he also devours them. He is 
Time the Devourer, particularly the Eclipse and also the Planet of an aeon which 
has passed. This great Asura rules over the destinies of men, brings good or evil. 


Vastu as ‘extent’ of all things built by men is space ordered by art; Rahu as 
his brother is the Time-agent and quickens its form. Thus the two sons of Kāšyapa, 
the Seer, are the ‘‘demons’’, in the sense of the Greek ‘daimon’ of the builders of 
the Temple. Rähu’s likeness is higher in position while it yet has its place in 
Vastu’s extent. In it is envisaged the Asura, who is Svarbhanu and Tamas as 
well, in the Supreme identity of contraries which is in the Godhead only, the Whole. 


° Cf. also the enrichment consisting of Gavāksas which is called Gaväksamälä 
(‘Raghuvamsa’, VII. 2). 

AV. IX. 59; V.S. XII. sr. 

100 The myths of Rähu and of the Kirttimukha tell of the Asura at the various stages of 
his ‘fall’; they give diminished accounts of his wholeness. 
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ŠĀRDŪLA, LION AND LIONESS 


“Thou art a Lioness, winning the sun-gods (Adityas), winning sacerdotal 
power (Brahman), winning regal power (Ksatra). TE T hou art a lioness, pe 
thou hither the gods for the sacrificer”’ (‘Vajasaneyi Samhita’, V. 12).' hese 
words are recited by the sacrificing priest over the four ons of the High Altar, 
the Uttara Vedi (‘Satapatha Brahmana”, III. 5. 2. 10-18). He takes the earth for 
making the High Altar from a square pit and shifts it with the words: "Thon 
art a Lioness overcoming the enemies, be thou meet for the gods. Through thee 
may we worst our enemies” (V.S. V. 10; 8.8. III. 5.1.33). 0 w: 

‘The offering reaches her before it reaches Agni, u Altar is in 
reality Vāk, the uttered Word.” (S.B. IN. 5. 1. 28). he offering inwardly 
made, the desire and resolve to sacrifice, find utterance first in speech, in the 
rhythmic formula, by which the altar is consecrated in its four corners in u ter- 
mediate directions; invested with power, its substance, earth, carries the offering 
to the sacrificial Fire, Agni, as does the rhythmical utterance. Vāk, the uttered 
Word, is Power manifest; the rhythmical utterance is a lion; earth, the substance, 
thus imbued, is a lioness, one in each of her four corners where power is assembled 
to ward off the evil ones and to worst the enemies." 


Vak, utterance, articulate voice, is the substance of the Word. ‘The Word 
prior to its utterance as articulate sound, prier to its manifestation, is Universal 
Consciousness ; by stages it becomes manifest, as articulate voice in man and as 
the Word which is the substance or body of the universe. 


Vak, the uttered Word, has come down and reached manifestation from its 
unmanifest stage (avyakta) where it is the undivided Universal Consciousness, 
not as yet discerned as the mind (manas) or the intellect (buddhi) of the Universe. 


Vak, the uttered Word, is a lioness. Come into manifestation from 
undifferentiated Wholeness, her nature is ambiguous, winning and also destructive. 
She seizes everything. The ‘Satapatha Brahmana” (III. 5. 1. 21-23) tells of Vik 
in the battle between the gods and demons how not having been accepted as a 
sacrificial fee she went away from the Adityas. It is then that she becomes a lioness 
and seizes everything. The gods call her and also the demons. The gods succeed 
by promising that the offering shall reach her before it reaches Agni, the Fire. 


The gods—the universe in its ordered aspect—win over the Lioness: uttered 
Word, the Lioness, attached to the gods, is rhythmical utterance, or metre; it is 
unassailable as, for example, the metre Virāj, in whose form “tigers went 
forth”. (S.B. VIII. 2. 4. 4) or the metre Aticchandas, in whose form ‘‘lions went 
forth” (8.8. VIN. 2. 4. 5). 


1 


101 


"Taittirīya Samhita’, 1.2.12; Š.B. III. 5.2.11 ; 13. 
10 See Part III. p. 95. 
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Tejassabda, the Fiery Splendour of the Word, has become audible in the 
metres. Särdüla-lalita and Särdüla-vikridita, the sport and play of the Sardila, 
are further names of metres. 

Särdüla is also the name of an animal shape ‘made by art’. (cf. krtrima-grāsa; 
‘Samaränganasütradhära’, LVII. 777). It is also known as Viräla in Orissa'” 
or Vyala (S.S. LVII. 643), particularly in South India (‘Mayamata’, X VIII. 77). 
Särdüla means a tiger, leopard, panther; a demon, a kind of bird, or the animal 
Sarabha which is stronger than a lion, has 8 legs and of which there is no likeness 
on earth. 

In Indian sculpture, tiger and lion are interchangeable shapes and denote 
the foremost amongst all animals. The Šārdūla is also called Simha-viräla, if 
its head is that of a lion; Nara-viräla if the head is that of man'” and Gaja-viräla 
if it has the head of an elephant. It is represented rampant, but also in other 
postures. Endowed with the shape of the Lion, is the Simha, the group of the 
animal and the man which is carved in the round, at the base of the temple'” 
(Pl. II) and also on the ridge of the Sukanäsä १7 tiger, lion, boar, ram, bird and 
elephant combine where it rears, fearsome and playful, in relief on the walls of the 
temple,'” in the recesses between piers (Pl. III). 


103 N, K. Bose, op. cit. p. 105. I 

14 The physiognomy of the Lion is coined with an admixture of surviving classical and 
Achzemenian features, in early Indian sculpture and later (cf. also G. Combaz, L’Inde et 
I” Orient Classique, vol. II. pp. 16-17.—Lions are also preserved from Gandhara with a strong 
admixture of Scythian traits ; in mediseval Indian sculpture the Scythian component is the 
most conspicuous. 

Worked in gold, figures of lions are inlaid in a bracelet with precious and semi-precious 
stones, in circles, crescents and triangles (in the Peshawar Museum, ASIAR, 1919-20, Pl. 
XXIV. C) ; they encompass the axis of movement at the places of shoulder and hip joints 
with flames of their jewel colours. In the medieval stone sculptures, a fleece of curls (Pl. IT; 
however damaged) or a scroll (Pl. LXXVII) mark the joints of these animals full of Power 
(Sakti) and rhythmic movement. 

The Särdüla, complete with rider, and the fighting knight are carved in ivory, in Begram. 

105 Kramrisch, “Indian Sculpture’, Fig. 92. 

10 Cf. also Gadarmal temple: Badoh, Gwalior, ASIAR, 1919-20, Pl. XLIII. b., figure 
of a large lion on the plinth of the temple. 

107 See note 122. On Orissan temples a Simha ‘flies’ or leaps from the apex of the large 
Gaváksa. Also in Bengal ; Temple in Ghutgaria. ASIAR. 1925-26. Pl. IX.c; and, at the 
corresponding height from a corbel of the Sikhara, on temples of the Kumaon hills, etc. The 
Lion scated, is frequently placed below the Amalaka, in Orissa. See also note 83, and infra. 

108 The Lion and the Särdüla appear at different periods, in the various schools, m 
different parts of the sacred architecture: the lion figures as lowermost section of the pillar 
of Pallava temples, as bracket in the Cálukyan buildings, lion or Särdüla are brackets of 
capitals in the Mandapas of Candela temples in Central India, etc ; on the wall, in procession 
in friezes on the base of Hoysala temples, etc. etc. 

Särdüla and Makara are hypostases of parts of the Kirttimukha, i.e., the Lion and the 
Dragon, but they each have a body being fully ‘animal’. Kirttimukha and Makara, Sardula 
and Makara, are frequently carved near each other and are also combined (Pl. L); on the 
side slab of the door steps of the Narayana Temple, Aihole (Cousens, ‘The Chālukyan 
Architecture’, op. cit. p. 50, Fig. 16), etc. These carvings are related in their themes to 
those on the threshold of the Garbhagrha ; the ‘Lion face’, a long scroll issuing from its 
mouth is for example on the side of the door steps of the Sambhuliñga temple in Kundgol 
(Cousens, l.c., Pl. XCII). 
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as always the body of a on and in i 
important versions, also its face. It is a symbolic shape and corresponds, 
Sumu ANON to the Face of Glory, the Mask of the Asura.*”. | 
The original position of the Lion shape is in the corners of the Uttara Vedi, 
the High Altar. Similarly too, the Lions have their places in the corners of the 
Throne of the Supreme Spirit (Paramätman) or of Sürya, the Sun-god, and of 
the Buddha. The Sinihāsana, the lion throne, is the figured equivalent of the 
Uttara Vedi. Thus, on the temple, the lions are not only at the bottom, on the 
Vedi, but also on top, on the Vedi of the Sikhara, where they support the stainless 
Amalaka ; they are also carved below the section of the Sikhara called Vedi, where 
the Lion (called Uda-simha, the ‘flying’ lion, in Orissa) springs on a corbel from 
its body. f 
Vāk, uttered Word, the Lioness, is as dangerous as she is beneficent, such 
is her nature as an element of the sacrifice and also as the Word which is the 
substance of the universe. The Lioness is Power, is Sakti; Vak, one with her 
in power and effect, is Maya or Prakrti, Nature. She is the power and effect of 
Parameévara, the Supreme Lord, the Lion. This makes the Kirttimukha, the 
Face of Glory, and the Särdüla, who is Vak and Prakrti, so closely connected in 
the carvings of the temple (Pl. LXXVII). The Särdüla shares the features of 
lion and dragon, and has the body of the lion ;"* the Sardila is more body than 
head ; with powerful curved chest and sinuous thighs it rears; this mounting wave 
is its natural shape and gait ‘‘for just as man walks two footed and erect, so did 
the animals walk two footed and erect (S.B. III. 7. 3. 1) when they, as images 
discharged by creative thought (Pašyantī Vak), embodied the Word in its fiery 
Splendour (tejassabda). l 
The Sirdilas, carved on the temples are images of the words which had lain 
dormant in the unmanifest; they lift their heads and toss their manes, in close 


This protean animal made by art, h 


Särdülas, half animal body, half scroll, the latter issuing from its mouth; and a 
Kirttimukba, the centre of a scroll torus similarly originated, are part of the mouldings of a 
pillar (P1. LXXIII from Kekind, Rajputana). Both these symbols are amongst the most 
frequently employed motives of architecturai carvings. 


A plethora of Särdülas and Simhas for example is on the rock-cut Paūca-Pāņdava 
Mandapam in Mamallapuram (seventh century A.D.) where the seated Lion shape is also the 
lower part of the shaft of the pillar ; rearing, it is shown on the brackets of their capitals ; 
above the cornice a frieze of Sardiilas is at the base of the upper storey. Similar friezes are 
peculiar to South Indian temples from then to the 13th century (Visnu temple, Narttamalai, 
Pudukottai) and later. The animal proceeds in its various possibilities, tiger-lion following 
upou a horned dragon-lion with bird-beaked elephant trunk, etc. in permutations familiar 
to sculptures of ‘super-natural’ animals from the days of the Indus civilisation. 


१० The designation ‘leogryph’ is not suitable as the bird component is comparatively 
rare and restricted to the head only. 


m 5 “TSáanasivagurudevapaddhati”, III, XIII. 6. The names of the Lions are “Stainless, 
ssence, Worshipful’ and “Supreme Bliss”. cf. JISOA, vol. X, Kramrisch, “Temple, Door, 
"Throne, etc.” p. 216. 


"1 And thus the Vähana of Durga, the Great Goddess. 


a While in many of the images the Animal can neither be classified as male nor as 
female, Simhāsanas generally are supported by male ‘lions’ (Pl. LVI). 
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sequence forming themselves the creeper-pattern, the wave of Prakrti (Pl. X);™ 
they rear and turn, lashed by their riders, whom they carry on their backs, and 
who are part of the wave, being themselves the Särdüla’s counter players. They 
are armed, ready to attack but stayed by the Beast and protected. Perfervidly 
ingenuous, the Beast and the figure of man form a recurrent pattern, rising and 
falling in rhythmic incandescence. Never is the rider thrown off; when he means 
to attack he is carried along and when he submits he is protected by the Power 
of Nature, and of Rhythm. 


Väk, who is Maya, is the Chimaera,—never slain by Bellerophon. The Greek 
myth tells of him that he, though mortal, after having slain the Chimaera, tried 
to fly to heaven. This temerity was punished by Zeus who caused his fall. The 
animal, full of genius, the Chimaera, such as she is widely represented in Indian 
temples, is never killed. Her end comes differently. She vanishes, being Maya, 
illusion, at the moment of Knowledge when she is resorbed in the Universal 
Consciousness. The story of King Dilīpa (‘Raghuvaméa’, II. 57-62) tells of this 
moment. 

During twenty-one days King Dilipa accompanied the cow given to him by 
Rsi Vasistha.' On the twenty-second day the cow is attacked by a lion. The 
‘king draws an arrow but his arm is magically numbed. The lion says he is a 
servant of Siva,’ eating his appointed food. Dilipa offers his own body to save 
the cow and asks the Lion to spare the ‘body of his fame’ (yasasSariram), his body 
of Splendour (yašas), rather than his mortal body. The Lion consents; when the 
king presents himself to be devoured, the illusion (maya) vanishes. 


Confronted with the realisation by the king of his body of Splendour, the 
terrific Lion is nowhere to be seen for his body itself is made of the Splendour (tejas) 
and is but one Glory of King Dilipa. The Fame and Glory of the Kings has at 
all times its emblem in the Lion or Tiger.’ 

In the group of the ‘Lion and the Man’ (Pl. II), the beast with open mouth and , 
raised paw is about to devour, but its over-powering presence protects man, defiant, 
supplicating, small and part of the group in the closeness of the contact of its two 
figures and the continuity and response of their themes. Elsewhere the rearing 
Särdüla safely carries its rider, while another warrior, with the sword of knowledge 
drawn, crouches below and seizes the tail of the beast,’ or he proffers the shield 


"9 This is a frequently recurring device, collateral with the door to the Garbhagrha ; 
(Temple in Tumain, Gwalior, ASIAR, 1918-19. Pl. XIIa). 

114 Twenty-one or three times seven is the extent of these worlds; 22 indicates the 
‘Beyond’-manifestation (cf. the 21 enclosing stones of the Gārhapatya hearth, 8.3. VII 
1.1.13 ; VII. 1.1.32-35 ; the 21 knobs of the golden plate, the sun, which are the sun’s rays, 
shining downwards (cf. 5.3. VII. 4.1.10) 

45 Lion or tiger not only support and surround the throne of Divinity as His place of 
manifestation ; Siva (Paramegvara) himself is the Lion, Šiva takes the shape of the tiger 
(vyaghra), lion (simha), deer (mrga), boar, etc. and of birds (‘Mahabharata’, XIII. 45.127-8) 
see also note 108. 

ue (Aitareya Brahmana”, VII. 4.1.10. “The Tiger is the Lordly Power (rājanya) of the 
wild animals. The Räjanya is the. Lordly Power 

117 Laksmana Temple, Khajuraho, bracket of Mandapa pillar ; the bracket next to it is 
illustrated on Pl. XVII 
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ion (vairägva), the protective weapon by which “Nature” is held in check. 
gs Gi ? ied on the head of an elephant, that ‘‘storehouse 
rkness’’, the Lion, frolicsome after having overcome the darkness, 
s the brilliant pearls’ that trickled down from the forehead of the 
nt.” The Lion scatters the pearls, but being no ordinary lion but a Šārdīla, 
and rhythm itself, the pearls are collected in strings and festoons, in many 
s (Pl. LXXVII). Taken from the ‘storehouse of darkness’, they now 
* to the Lion; he gathers their strings in his mouth and as much as he is 
if part of the Face of Glory, he holds them and sends them forth as his 
or he wears them as a necklace (Pl. II) and has his limbs edged with similar 
r chains of curling fur. 
‘he group of the Lion and man is carved in the round and placed in front of 
»dy of the temple. It shows man as he approaches the Centre, under the 
; of the Lion; man draws the sword of Knowledge and protects himself from 
with the shield of dispassion. On the walls of the temple and the pillars of 
18, man rides the monster, Särdüla, whose prancing gallop has the rhythm 
ture and inspiration.’ Hers is the fiery splendour of creative thought ;'” 
iape is rhythm itself. This noble beast embodies at the same time the lordly 
‘ of the wild animals; and represents the Lordly power (räjanya) in general; 
who rides it, copes with it, is particularly the Ksatriya, the warrior, the royal 
tt; it is his body of Fame (yašaššarīram), his royal Splendour. 


1 South Indian temples the rearing Šārdūla (Vyāla), is the general theme of Mandapa 
„such as those of the Kalyana Maņdapa, Märgasahesvar Temple, Virificapuram, ASIAR, 
0, Pl. Vila. The Sardiila above the elephant is equal to the Särdüla above the Makara ; 
īrdūla moreover frequently has the trunk of an elephant. 

६ “Tike a lion who having overcome that storehouse of darkness, the elephant, jumps 
scattering brilliant pearls”; Sirpur stone inscription, 80-90 century ; ‘Ep. Ind”, XI. 
» “Lion intent upon vanquishing the heavenly elephants’’; “large pearls hanging from 
ouths of the lions acquired by breaking open the temples of the elephants’? ('Ādipurāņa”, 
i; L. A. vol. XIV, p. 105) ; cf. strings of beads issuing from the mouth of the Särdüla, on 
ack slab of Buddhist images, for example, from Nalanda, ASIAR, 1028-20, Pl. LVII. 

* This is a more facile way of acquisition than having to extract the pearl from the jaws 
at other embodiment of darkness, the Dragon. 

Pearls that trickled down from the foreheads of the elephants of his (the king’s) enemies 
were slain by him as by a lion”; Gurjara Grant, about Saka 417. ‘Indian Antiquary”, 


* p. 84. 

१०१८ Särdüla, different from the Kirttimukha, is not shown as out-breathing. She is 
* inhaling or retaining the breath, commuting it into power (sce infra). 

[16 head of the Särdüla proper is also without the component “Death head” which belongs 
e Kirttimukha proper ; being Vak, she is Life. 

21 The Särdüla is at the same time the form of Pagyanti Vāk and Tejasšabda as well as of 
a Sabda, the Word which is the ‘rhythmical body’ of the universe. 

"The group of the Särdüla (and the knight) has been taken to refer in Orissan temples 
& Kesari dynasty (M. M. Ganguly, op..cit. p. 203); there the Lion is shown rearing with 
dumphant rider ; in front, below the lion is the small figure of an elephant—and in the 
‘sala’ temples of the Deccan to a ruler of that dynasty (Cousens, "The Chalukyan Architec- 
: Cit. p. 105). It is represented on carved panels (Muktešvar temple, Bhuvancévar, 
th century ; Tripurantaka temple, Balagamve, Dharwar, p. 107) and as statuary 
ie the group of the Lion and man are placed on the ridge of the widely 
Šukanāsā (Daksina Kedaresvara temple, Balagamve, c. 1075 A.D. ; also temple at 
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The most exalted temple-type, the Meru, must be built by a Ksatriya only as 
its patron, the architect being a Brahmana or a Vaisya.”* The royal patron is 
most closely identified with his temple by the symbol of the Šārdūla. On the walls 
of the temples of the Candella dynasty, in Central India, images of the Šārdūla 
alternate with images of the Apsaräs and other goddesses (Pl. III). 


The Särdüla, an animal of perfervid ingenuity, composed of rhythm, is an 
embodiment per artem of the Lion, the Lordly Power of the wild beasts, who is 
Prakrti, Sakti, Maya. This image, composed of Rhythm, is Vāk. Väk is Life 
(‘Aitareya Brähmana,’ X. 6. 38). The pilgrim who circumambulates the temple 
and whose eyes dwell on its images ‘‘wanders in the trek of the Apsaräs and the 
Gandharvas and the wild beasts’’ (RV. X. 136. 6). He is cognizant of all that is 
knowable in this universe, says the commentator, he is qualified to confront and to 
ride the Sardila. 


Rattehalli, Dharwar ; Pl. CXII) exactly as, for example, on the Visvanätha temple, Khajuraho, 
and at the place where in Orissan temple (Lingarāja) the Lion above the elephant springs forth. 
This scene has been interpreted as representing a patronymic legend related in an inscrip- 
tion from Gadag ('Ind. Ant.’ II. p. ३०) explaining the origin of the Hoy-sala dynasty which 
implies the slaying of the tiger and its subsequent adoption as emblem of the Hoy-sala (“slay 
or Sala”) dynasty. The tiger in the image of the Särdüla, however, is never represented as 
slain. This local adaptation of an universal Indian symbol is of secondary interest only. 

123 Cf. lion crests and lion flags ; the latter are described in the ‘Adipurana’, 1.c. ; “On the 
lion flags, lions about to spring, appeared intent upon vanquishing the heavenly elephants. 
The large pearls hanging from the faces of the lions looked like fame acquired by breaking 
open the temples of great elephants’’. The lion is “dharma”. It figures on the flags of sun 
and moon, ‘Visnudharmottara’, IIL. LX VII. 8; LXVIII. 3. 

124 See part V. note 42, p. 143. 

Royal patronage, Lion and Särdüla, the many images of Sakti, and the Mithuna groups, 
seem to belong to the world of the Ksatriya. ‘The architect, it is enjoined, should be a Tantrik ; 
p- 10. 
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Surasundarī, which means Celestial Beauty," is but one of the names 
and types in which the image of Sakti is carved on the walls of the 
temple. Sakti is Energy, the primordial Power and substance of the world. 
Mäyä,—the visible world, measurable in its forms, —belongs to Brahman as 
Sakti (‘Vedanta Sūtra’ I. IV, 1-7). She is herself the “ability to act” ;” 
her image is placed next to that of any of the gods. By her activity she 
attracts and helps the devotee; she is his guide and appeals to all. While every 
man is not equipped for riding the Särdüla, he may be led by Sakti and grasp the 
meaning of her hands (hasta),'” postures and actions. While the Särdüla is the 
‘angel’ of active man, the various images of Sakti assist his contemplative and 
passive nature. 'The images of Särdüla (Vyāla), and Sakti are collateral; they 
alternate on the walls of the temples of Khajuraho and on the capitals of the pillars 
(Pls. HI, XVIII). The rearing body of the animal and the shape of the woman 
are seen to sway in similar curves ; they are one in nature and form though different 
in functions and appearance, for Sakti is Vāk, the ‘‘active power of Brahman 
proceeding from him’’ (RV. X. 125) and the Särdüla is Vak. 

The plan, with the fretted outline of the buttressed fort, of the temple (Figs. on 
pp. 261, etc.) is akin to a yantra or linear diagram used by the worshipper for a 
localisation of each of the aspects and powers of God in their hierarchy with regard 
to the Centre, the immovable Principle. In the Sri-yantra, the various positions are 
held by goddesses or powers who are known as Yoginīs,"* conjoint energies bt, 
whom is effected the work of the Transcendental Power, Maha-Sakti. They are 
placed in the yantra in a hierarchy of position, proceeding inward and corresponding 
to an increasing secrecy and sacredness until the centre is reached where the 
Supreme Yogini. is, the Maha-Sakti. Close to the perimeter, yet secret in their 
power, are a group of Yoginis; where they reside is the Place of Fulfilment of All 
Hopes (sarvāšāparipūraka-cakra). They are the Attractions (akarsini) of and by the 
intellect (buddhi), of and by the sense of ‘‘I’’ ness (ahankära), of and by the faculties 
of knowledge and action who, decked in love provoking fashion, draw towards them- 
selves the intellect, the notion of **I” ness, all the faculties of knowledge and action, 
the senses and the body, thought and memory and while they overwhelm them and 


25 “Samaranganastitradhara’, LVII. 645. 

1 ‘Sak’ means “to be able to do something” ; ‘ti? denotes capability. 

127 Hasta’ is an attitude of arm and hand, or of the hand only ; it is a near synonym of 
“mudrá”. The action, shown by the respective gesture, conveys one or many definite meanings. 

128 “Tantraraja-Tantta,’ ch. IV, 72-73; in the Sriyantra, 16 Saktis (gupta yoginis), the 
Attractions, are stationed on the 16 lotus-petals near the circumference of the circle. Outside 
the circle, and within the square enclosure of the yantra are the Dikpālas, the Cuardians of 
the regions and other groups of divinities. The Āvaraņa-devatās, the surrounding divinities, in 
both these zones, have their images and correspondences on the walls of the temple.—Yoginis 
are attendants of various classes of the Great Goddess who is herself called Yogini ('Jūānārņava 
Tantra”, XVI. 140 f. “Tantraräja Tantra’, V. 28. Comm. Manorama.) : i 
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fulfil their desire they leave them, increased in power, in the region where hopes 
and desires attain their multifarious objects. With the help of these Saktis a 
transformation is then effected of the mind (manovikāra), the faculties and the rest; 
they approach the Centre in which there is no separateness. 

It is in this sense that a further group of beauteous Saktis is described as Maids 
(paricārikā) and others are called Messengers (dūtī) of the Transcendental Power, 
the Mahä-Sakti. In their lotus-hands they carry, each of them, a “mudra, a 
raiment, a mirror and various kinds of vessels'” (Pls. XI, XII, XIV, XLI, LI). 


The Saktis or Voginīs are working energies subservient to the Great Sakti. 
On the walls of the temples they are figured in all directions as Celestial Beauties. 
They perform this work by the side of the gods whose activity their presence 
releases. Indian astrology knows the Yogini as a cosmic power. It moves from 
day to day, from place to place, in all directions. 

By the side of the eight Regents of the directions of space, by the side of each 
of the several groups of gods, the Celestial Beauties are placed embodied in their 
archetypal forms. They display them in rhythms and gestures and by their 
attributes which they have in common with the Yoginis. 

In the macrocosm they operate as branches and part aspects of the Transcen- 
dental Power, conjointly with the Supreme Principle as Yoga-maya, the mani- 
festation of the universe. In the microcosm, with reference to man, Yoga-máya is 
the power ‘of reintegration ; the Yoginis are maids and messengers, the ‘angels’ of 
the Transcendental Power. The Attractions in the outer circle of the yantra, the 
Celestial Beauties on the walls of the temple, serve man, the devotee; they satisfy 
his response to them so that, increased in power, released from their attractions and 
transformed, he proceeds in his devotion towards God in the innermost sanctuary 
of his heart and in the temple. They help man towards reintegration, akin to those 
celestial damsels (apsarās) who appear at the time when he, a knower of Brahman 
departs from this world: ‘‘Him approach 500 celestial damsels, 100 carrying 
scented powders, saffron, turmeric and the like, in their hands, 100 carrying fruits, 
100 carrying various ornaments and 100 carrying garlands. They adorn him with 
ornaments befitting Brahma himself. Thus adorned with Brahma ornaments and 
knowing Brahman he goes to Brahman.’ 

The Celestial Beauties belong to the Avarana-devatas, ‘‘surrounding divi- 
nities’. Their number is large. Their figures are repeated on the temples, all 
round the walls, to either side of each god, and as on the Kandariya and Devi 
Jagadamba Temples, in all the three belts of sculpture. (Pls. I and II). Such 
supererogation in carving their figures, alike in type yet indefinitely modified in 
each instance by a particular rhythmical consistency, shows repetition itself as a 
power in whose comprehensive rhythm are interwoven the images in rows and 
storeys. It is made concrete by art in the figures of the gods and the celestial 
women who, though they resemble the human shape, are unlike it. For the divine 
(daiva) and the human form ‘‘are born from one parentage. The divine form is 


129 In the yantra of Bhuvanegvari, the Maids (paricārikā) have their place outside the lotus- 
petals ; ‘Saradatilaka’, ch. IX, 38—40 ; the Messengers (dūtī) surround the Primordial Sakti 
imaged as Triputa (ch. X. 92). 

10 «Kausītakī Brahmana Upanisad’, I. 4. 
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endowed with more intellect (buddhi). The human form is not so endowed with 


५५ t 33131 I . 
` form of the Celestial Beauties is, of embodied intellect ; by art this in- 
tellectual (paramārthika) body is made concrete.*” ni different from the physical 
body of flesh and bones and which is of the earth. The qualities of the celestial 
body are those of the atmosphere, pervaded as it is by the light of the sun and 
where blows the wind and the gale of the Spirit. It is the region of movement ; the 
celestial bodies are built up by movement only. In the “air-world’’ (bhuvas; 
antariksa) the gods dwell; man moves m it and breathes. In its movement, his 
living body is of the air-world and one in nature with that of the gods. Indian 
sculpture, whose subject is the gods, knows only of this celestial body. It consists 
of movement and is resilient with the breath that courses in its smooth channels. 


Other names and forms, other image of Sakti are: Apsara,’ Nātakā,"* 
Yaksini™ and Dig Devi. Being active power and causal stress, her image is an 
embodiment of movement; as Apsara she is the movement in the atmosphere, as 
Yaksini she is the movement in vegetation, as Nātakā she is the movement in the 
body of man and is shown as a dancer. Her iconography describes her various 
‘places’; they are not sharply defined. Her associates, such as bough and tree 
(Šālabhaūijikā ; Pl. LX)’ and flowering vines (Pl. XVIII) declare her images as 
Yaksini. 

Vibrant power is the celestial beauty of her images; they all resemble the 
Great Goddess whose ‘eyebrows are the entrance arches of the Palace of the Lord 
of Love””™ and whose eyes are like fishes, playing in the lake of the beauty of her 


131 (Matsya Purana’, ch. CXLV. 14-16. 

132 ‘Garuda Purana’, ch. XV. 45-68. 

133 Apsaräs are the celestial dancers in Indra’s heaven (Pls. LXVIII, XL). Their 
name signifies “moving in the water”, in the celestial vapour ; they are the moven ent it? the 
atmosphere while the Yaksinis are the movement in the trees. 

The Apsaräs are the consorts of the Gandharvas and are also known as Surāiganās or 
celestial damsels (cf. Surasundarī). The “Tantraräja Tantra’, IV. 58-70, tells how to control 
Apsarā and Yaksini. 

194 Ņātakā, as a rule, is the designation of the dancing female figures on the walls of the 
temples; cf. ‘‘Mayamata’’, XVIII. 6, where Vyäla (=Särdüla) and Nātakā appear by the side 
of each other. 

195 Yaksinis ("Tantraräja-tantra’, XVII. 50-53) are young and beautiful woman-spirits in 
fine raiments who give the Sädhaka all worldly goods he may desire. In this limited function, 
however, they carry the heritage of their past when Yaksa was equivalent with Divinity (Devatä ; 
see also the images represented and inscribed in Barhut, Barua, op. cit.). 

136 Dig Devis or Dig Nāyikās are the Women of the Quarters ; they are frequently referred 
to in inscriptions (Candela Inscr. ‘Ep. Ind.’ I. p. 212 ; inscription from Ittagi, dated A.D. 1112. 
“Ep. Ind.’ XIII. p. 561.) of which some, for example, ‘Ep. Ind” XIII. p. 205, describe how 
the ''precious pearls of the king’s stainless virtues adorn the girdles of the Ladies of the 
Quarters of Space” or how the Dignäyikäs “wove the fame (of the king) into pearl strings 
which they ever wore” (‘Ind. Ant.’ VI. p. 65, grant of Govinda II Rathor, 750-810 A.D.). 

"7 The group of the ‘Woman and Tree’ is known as Salabhafijika ; or Sälabhanji (S. S. 
LXVI. 30-32). Cf. Coomaraswamy, ‘Vaksas’, I. p. 32 f. 

The Šālabhaūjikā is frequently carved on the. brackets of capitals or forms the bracket of 
the Ucchálaka (Pls. XVII, LX). 

The Nātakā, Pl. LXIV, also forms a bracket, but of the ceiling of the Mandapa. 

178 Brabmanda Purana, Lalita Sahasranäma’, 6. 5 
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face. This beauty in her belongs to God and is His reflex; He is seen himself to 
assume the state of Šakti so that he may be confronted by His own felicity with all 
its contents.” Sakti reflects by her Form (rüpam) the Light (prakasa) which is 
God. She mirrors the Light of Consciousness-Bliss (cidānanda). Because she 
acts as its mirror, she is also shown holding a mirror in her hand (Pl. XIV). If 
the boughs of her tree are like her arms and the curves of the creeper like her own 
movement,’ if the tree-woman is one idea and composition, the mirror-woman is 
another type or sculptured group of Sakti; the former being a reiteration of the 
underlying theme by two kinds of shape, that of vegetation and that of woman, 
their interplay, affinity, and identity as movement, the latter enacting the drama 
of the reflection seen in the mirror and of the living being. “The reflection of the 
face seen in the mirror is nothing in itself as separated from the face; so is the 
living creature (jiva) in itself nothing, a reflection of Consciousness in the mind— 
that self-abiding Consciousness in its true state am T” 17 says Supreme Conscious- 
ness of itself. Sakti exemplifies it, on her own level, with luxurious grace and 
sadness, or any of the emotions which belong to the human face. 

While Sakti looks at herself in the mirror or experiences herself in her move- 
ment to which she yields, while she produces it, she becomes conscious of herself in 
any of her shapes and wondering she knows and greets herself. 

Wondering she enters the palace of her person and touches her body in a new 
awareness (Pls. XIII, XV, XVI) while she discovers her egoity, her own and 
particular ‘‘I’’ness in the many tasks which she performs as part and maid of the 
Great Goddess. 

In her wondrous beauty, where the ‘person’ meets her Power, Sakti bends over 
Ahankara, the “1? concept, which is but herself tainted by her entry into this 
world of duality (Pls. XVIII, XIX). The goddess is near to losing her divinity 
while her beauty becomes animated by emotions (Pls. LX, LXIV, XIIT).™ So 
far and no further do these angels descend for the sake of the souls in bondage 
(pasu) whom they introduce to the higher hierarchy. 


139 This relation is that of the 'enjoyer and the ‘enjoyed’ (bhokta; bhogya). 
Abhinavagupta who lived at the time when the most ingenuous and diversified images of Sakti 
were carved (c. 1000 A.D.) says: ‘The God of unsurpassed felicity is called the enjoyer. 
Desire and such other contents of His self are what he enjoys. It is for this reason only that 
he assumes the state of Sakti” (“Tantraloka’, Sl. 190 ; comm.). 

14 The beauty of Sakti lies in the coincidence of her form and meaning, it is a projection 
of her image as it is in God, into visibility by means of art. Her perfection is not only in her 
dance of productive intentness (Pls. XXI, XXII), but also in her destructive will as the dancer 
of death. Cämundä, the seventh Mātrkā, is carved as a dancer, on medizval temples (Bhülesvar 
Temple, ‘Bulletin of the Deccan College Research Inst.’, vol. IV. Fig. 7) ; and in earlier reliefs. 

41 The mirror is “pure knowledge” (V.D. DI. ch. XLVIII. 16). The mirror is one of the 
attributes of Parvati, and also the Lotus flower.—Goddess and mirror within a lotus flower in 
full bloom are carved in Barhut (Barua, op. cit. Pl. XXXI) š 

42 Lata is both creeper and woman ; a slender girl, any woman 

143 Hastimalaka’, 3 (Sāyaņācārya, ‘Sakara Digvijaya’) 

44 Hindu, Buddhist (Pl. XXXVII) and Jain (Pl. XX) images are referred to here without 
discrimination as the principle “Sakti” is realised by the orthodox and also the unorthodox 
devotees and craftsmen alike. 

The problem of egoity (ahañkára) is particularly given shape in medieval Indian sculpture. : 
It may be due to some extent to the infiltration of new, Northern elements (Gujars, Abirs, 
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ja thi in images; the image (mūrti) itself is beheld as a divinity. 
A Ge the wife of Dharma (the Order of things in the a un 
Righteousness in man), is Form, luminous and charming. va er A e 
Supreme Spirit (Paramātman), whose abode is the whole universe, wou x without 
support.” Her charm and attractions are those of the Anima Mundi, en 
vitality, active in the middle region (antariksa), in space. There the temple has 


its extension. 


etc.) into the people of India, and intensified by the strain and apprehension caused by the 
Muslim invasion. 

Its expression differs in kind and degree in the various sculptures (Pls. XIV, XII, XVI, 
XVII) not only in their countenance but throughout the whole figure or also the whole group 
and its parts. The perfection of movement has not everywhere the same serenity (Pl. XX 
against Pls. XVIII, XIX). Vehement in its resilience it finds its balance in the upper part 
of the body (Pl. XX) ; in another image the body stiffens in dancing frenzy in a vertical of 
high tension (Pl. XXI). Emotional overemphasis leads to a tortured expression of some of the 
figures, to a cramped linear movement (of the fluttering scarves, for example, Pls. XXI, 
LXIII), to harshness in the contrast of modelled form and the flat ground of the relief (P1. XI), 
to a violent antithesis of light and the deepest shadows (PI. XXI) and to an elimination of 
modelling (Pl. LIV) in sculptures of a subsequent phase: Starkly assertive, the “I” conceit 
subjects the ‘curves of life’, the sinuosities of the vibrant form of Sakti, to impervious accents 
(Pl. LIV). They lend zest and incisiveness to some of the carvings (Pl. XLII) while in less 
gifted hands (Pls. XL, LXIII) they deaden Indian sculpture. 

145 (Brahmavaivarta Purana’, II. 1. 145. 
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The celestial dancers, the Apsaräs, have their bodies built not of the gross 
substance of earth, such as flesh and bones, but of the attributes of air consisting 
ef movement, ‘‘bending, stretching, jumping and running". Thus she dances 
at the festival of the gods in Indra’s heaven (Pl. LXVIII; ‘Mahabharata’. III. 
43. 28-82). Gandharvas make the music and join in the dance in Indra’s city 
Amarävati. That he enters Amarävati is said of a dying person ;'” he is released 


of the earthly sheath of his body as is the initiate, who enters the inner temple. 


In full worship there is always dancing and singing before the Devata 
for his entertainment. This is Rājasīka Pūjā, expansive worship of God. 
In Sāttvika Pūjā, in which is worshipped the Essence (Sat), the Supreme 
Spirit, the dance is that of the mind and the senses. It is the dance 
of Sakti in her various forms. These are carved on the walls of the temple 
(Pls. XXI, XXII, LXIV) and show their ‘‘body of movement’ which belongs 
to the air and is supported by immanent breath. For the air, when 
inhaled, is changed; it is believed to increase in volume by the heat of the body ; 
not all of it is exhaled, the major part of its increase remaining. ‘Thus the vital 
forces are increased and also the lightness of the body; the more the air (prana) 
is kept in, the lighter becomes the body.” This is the object of the 
contro] of breath (pranayama) which is a prerequisite in the training of a Yogi. 
The lightness of the body (laghutva; ’Svet. Up.’ II. 13) is felt in its effect as a 
soaring, a staying in the air. The power of levitation, inwardly experienced 
through breath, releases the images of the dancing, flying hosts of gods, of Apsarās 
and Gandharvas, of the Vidyādharas, the wizards and of numberless Ganas 
and other celestials (Pls. XXIII, LII, LXIX, LXXIV, LXV, XXIV, LV). 


Pranayama is part of the knowledge of the sculptor by actual practice or by 
his awareness of it. Another means of concrete realisation, similarly at his 
command is by touch, as practised in Nyasa, the ritual act of assigning or locating 
divinity at its proper place in his own living body and in the form of the image. 
Such a constantly repeated concrete experience by touch of shape three dimensional, 
rounded and also breathing, is part of the equipment of the craftsman, as a Sadhaka 
and Yogi. He applies it creatively on the image which he carves. Pranayama and 


"5 ‘Garuda Purana’ XV. 25. The body consists of the five elements: earth, water, fire, 
air and ether. Skin, bones, nerves, hair and flesh are the five attributes of earth ; bending, 
running, jumping, etc., are the five attributes of the air. 

147 This meaning is implied in Mbh. VII. y. 20. 

“8 The air inhaled (püraka) increases in volume by the heat of the body 5 times while it 
is restrained or the breath is held (kumbhaka) and when exhaled (recaka) two-fifths only pass 
out and the remaining three-fifths are retained. 
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N in hi ivi t tained, but also 
äsa develop in him a subtle sense of the living form, not only sustained, 
ed oe ` sas by breath. In his carvings he makes palpable the “body of 

hich the shape of man, free from the gross weight of 


breath’ by a modelling in w. an, fres 
the earth 4 the bones and muscles which belong to it, is.given transubstantiated form 


the breathing body of the gods. 
K With breath iu the vaulted chest (Pl. LXXIX) lifts the sentient face 


into regions where pain is no more but a memory (Pl. XXV), and offerings are 
a of sound iem many instruments (Pls. ST XXVIII, LV), or full of 
detachment, the flight is across clouds of ignorance. - hey are cut by the sword 
of knowledge in the hand of the Vidyadhara. Ganas are often seen ee crowds 
and Vidyādharas are accompanied by Apsaras or they fly singly. renchant, 
their backs arched like scimitars, with sword drawn and mace swung across their 
heaving shapes, the Devas soar fighting (Pl. XXIII); in another relief they are 
composed into a pattern of the cosmic wheel (Pl. LXIX) which keeps rolling through 
the cycles of time, they urge it on wielding their swords and driven themselves in 
its rotation ; knowledge is ground by the wheel of time and its swish is the rhythm 
of a ceiling panel. 

Breath, the vital manifestation of the Spirit, is the support and prime mover 
of all action; it is shown having formed a body of its own which is particularly that 
of the Ganas (Pls. LXV, XXIV, etc.). They are mere quantities (gana = quantity), 
look like windbags (Pl. LXV), hosts of them. Their bodies inflated by air race 
in gusts across the atmosphere, support the Vimänas, the chariots of the gods 
(Pl. XXIV), and produce the music out of the sound which is immanent in the 
ether and in the air. Full of it, they play it on different instruments and make it 
as articulate as their air-borne, air-filled bodies are made by the sculptor. They 
—and not caryatids—carry the superstructure and walls of the temple (Pls. LIII, 
LXVI,XXXIX). 

The inward realisation of lightness, weightlessness, non-existence Qf . the 
physical body in a state of concentration on the Supreme Spirit and on His mani- 
festation, the Word, and the hearing of its music are shown in the images of the 
Ganas who, while resembling the shape of man, are unlike it. Their bodies made 
of breath move in the air. 


"Breath goes out with the sound HA and enters again with the sound SA; the 
living being is indeed always repeating the mantra Ham-Sa. Ham-Sa” ('Garuda- 
Purana’, XV. 78). Breathing is the rhythmic formula which is constantly said of 
itself. The Hamsa mantra is the ‘‘seed of the Universe’’, the breath of life (prana- 
bija). Its visual symbol is the Hamsa, the royal mallard, celestial swan (Pls. XLII. 
LXXV) who is the vahana of Brahman. ‘The Hamsa dwelling in the Light . . .** 
signifies the unity of Paramatman, the Lord beyond and ‘without qualities, and all 
that has proceeded from him. It is thus also His symbol as Āntarātman, the 
immanent Spirit (‘Saradatilaka’, XXI. 64 f) which is consciousness as the 
manifestation of Supreme Consciousness (Cit). 


_ In the shape of the celestial swan it is carved anywhere on the base of the 
Prasada or on the ceiling of the Mandapa, flocks of birds in shapes ever renewed in 


° Hamsavati Rk. RV. IV. 40.5 ; ‘Väj. S” XII. ra ; 6.5. VI. 7.3.71 ; ‘Kathopanisad’, V. 2. 
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the course of thousands of years,'™ in procession, or in couples confronting each 
other. Where, as in Pl. LXXV, a lotus in flower is shown between two swans, the 
words addressed to the Goddess have found a visible eguivalent: "I worship that 
pair of swans who are Ham and Sa, dwelling in the mind of the Great, who subsist 
entirely on the honey of the blooming lotus of Knowledge” (‘Saundarya 
Lahari’, 38). 

As form (riipam) and figure (äkrti) of a verbal symbol, the Hamsa bird carved 
on the temples means that union towards which fly the hosts of celestials, the 
Gaņas, Vidyadharas and Gandharvas and whose dancers are the Apsarās. They 
are given form, are bodied forth by art as images of the power and the movement 
of the Breath and the Spirit. 


150 Brom Mauryan capitals (3rd Century B.C. ; Rampurva) to contemporary South Indian 
temple reliefs and metal lamps. The Sasanian shape of the bird proved to be the most enduring 
(Pl. XLII). The Hamsa, except in the classical, ‘‘illusionistic’’? representation of the Kaniska 
casket is but rarely shown flying (Pl. LX VID ; even though they surround flying Vidyädharas, 
the birds are not represented in flight. 
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MITHUNA 
THE STATE OF BEING A COUPLE 


“Just as a man closely embraced by a beloved woman knows nothing more 
of a without or a within, so also does the Person (the spiritual person of man) 
embraced by the ‘prognostic’ (prajüätmanä) Spirit know nothing more of a without 
or a within. This is his true form in which his desire is satisfied, the Spirit and 
the whole of his desire. He has no desire any more, nor any pain.” 
(‘Brhadaranyaka Upanisad’, IV. 3.21). 

This state which is “like a man and a woman in close embrace’’ is a symbol 
of Moksa, final release or re-union of the two Principles, the Essence (Purusa) 
and Nature (Prakrti). This symbol is carved, on the door jambs of the Garbhagrha 
and on the walls of the temple, repeatedly, in the many forms in which limbs are 
conjoined in close embrace (Pls. XXX-XXXIV).'" The name of this conjoint 
symbol of Purusa and Prakrti, as Moksa, is Mithuna, ‘the state of being a 


couple’. 


Mithuna as symbol of Moksa, ultimate release, means a union, like that of 
the Fire and its burning power, which is inseparable from, and in, the Fire from 
the beginning. Mithuna as practised and beheld by the Sadhaka is a re-union, 
for in thé beginning the Purusa, the Essence, was “like a man and a woman in 
close embrace. Jt desired a second. Himself the Purusa divided into two. So 
were born man and wife. He united himself to her” (‘Brhadaranyaka 
Upanisad’, I. 4. 1-4).** f 

Prakrti as Supreme Sakti is within God, hidden in His own qualities 
(‘SvetaSvatara Upanisad”, IV. 10). Within Him, by means of his mind (manas), 
he entered into union (Mithuna) with the unspoken Word (Vāk) (8.8. VI. 1. 2. 6). 
The divine ‘bi-unity’ comes about by ‘‘Siva’s need of Sakti for accomplishing the 
enjoyment of unredeemed man (pašu, lit. the animal) and his final release” 
(Srikumara in ‘Tatparyapradipika’, the commentary on "Tattvaprakāša” I. 3). 

Man’s separation from God and the world of dichotomy in which he lives 
result from the bi-sexual polarity in divinity, and from the subsequent exter- 


P Translated by Coomaraswamy in ‘La Doctrine de la “Biunité” Divine’, E.T., 1937, 
PP. 289-301. 

152 The “Tantraräja Tantra’, XXI. 88-06 treats of the offerings made to the 5० Mithunas. 

25% Mithuna as an enrichment on the door-jambs (säkhä) of the Garbhagrha is enjoined 
to be carved in the ‘Brhat Samhita’ LV, "Hayašīrsapaūcarātra', ‘Agnipurina’ CIV. 30; 
‘Samaränganasütradhära’, XL. 30-34 ; etc. | 

The earliest Mithuna yet known is carved on one of the earliest historical monuments yet 
known, i.e., of about the and century B.C. in Saficl, Stüpa II. Marshall-Foucher, “The 
Monuments of Sanchi’, Pl. LXXVII. 20a. Mithuna is one of the permanently recurrent 
themes of Indian sculpture. A “classical? Mithuna, on a gold ornament, is reproduced in the 
"Journal of the Asiatic Society of Bengal’, 1912, p. 283. 

The Buddhistic connotation of Mithuna is the union of Buddha and Prajiā. 

154 See note 152. 
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nalisation of the Conscious Siva as the object of his own Self-enjoyment. In order 
to regain the primordial wholeness (Brahmajūāna) the yogin practises bodily, 
mental and intellectual exercises and the devotee (sadhaka) observes the rites as 
his means of accomplishing (sadhana) final release. In such exercise (yoga) there 
is a coupling (maithuna) of the active and the changeless Principles. 

The symbolic union (yoga) in the flesh with the assistance of a Sakti may be 
practised only by Sannyāsins who are far advanced on the road to metaphysical 
realisation, while the highest class of Avadhüta'” does not require this sacrament 
and may not unite with a woman. The Sadhana in which the Sadhaka is assisted by 
his Sakti is called Latā-sādhana.'* In its performance the Sakti is as much woman 
(lata) as she is a vine or creeper (lata). “As the creeper embraces the tree on all 
sides, so do thou embrace me” (‘Atharva Veda’, VI. 8.4.). "For when one is with a 
mate, he is whole and complete”? (‘Satapatha Brahmana”, X. 5.2.8.). Thus 
Gauri is described as Ardhangi, the half of Siva’s body, ‘‘embracing Siva as the 
Madhava creeper clasps the young Amra tree with her bosom like a cluster of 
blossoms’’. (‘Yogavasistha, Nirvanaprakarana’, XVIII. 3). 

Gods and ascetics therefore should be represented in their love sport (krida, 
lila) on the walls of temples'** but ascetics practising the game of love should not 
figure on the habitations of men” for their game is none of the three purposes of 
life.‘ It is a symbol of final release, its fourth and ultimate purpose. 


155 Avadhūta is a man who is above caste and the ordered life (asrama; ie., its four 
successive stages as celibate student, householder, recluse and Sannyāsin) and ever 
contemplates the Supreme Spirit only. The lowest type of these Sannyāsins live in the family. 
In the third class, conforming with the rules of Yoga and Bhoga, the Sannyāsin may satisfy 
the desire of a woman who approaches him. In the next two classes he is competent to 
practise Yoga with the assistance of a Sakti. In the highest, the sixth class, he may not unite 
with a woman. 

130 The rules relating to Latä-sädhana are given in the following Tantras: Siva Samhita, 
p. 45; Prāņatosinī, p. 618; Gandharva Tantra, p. 60; Kaulāvalī, p. 29, etc. 

157 In Orissa, (cf. ‘Utkalakhanda’, XI. ‘Ind. Ant.’ XLVII. p. 217) it is said that Mithuna 
figures on a building prevent the building being struck by lightning. 

In the lightning is seen the union and identity of the immanent spirit of man and the 
transcendent Spirit. “The Person seen in the lightning—I am He; I indeed am He (‘Chänd. 
Up.'. IV.13.1. ‘Kena Up.’ 29-30). No lightning will strike the building where this union 
is imaged. 

१०४ पु, Bhattacharya, ‘Some Notes on Mithuna in Indian Art.’ Rúpam, 1926, p. 22f, quotes 
‘Suprabedhagama’, XXX. saying that ‘‘Sivakrida, Harikrīdā and Tapakridä should particularly 
[be made]’—a reference which could not be verified from the Tanjore Ms. of the 
‘Suprabedhägama’. 

Mithuna carvings showing shaven headed and other ascetics occur on the temples of 
Orissa ; also in Khajuraho, etc. 

1° «Mayamata”, XVIII. 111. 

16 Kama, Lust, with the discipline of its satisfaction, is the third of the 4 purposes of 
life which are lawfulness (dharma), the acquisition of wealth (artha), the satisfaction of lust 
(kama) and the attainment of final release (moksa). 


347, 


AMALAKA 


The Amalaka is the crown of a Nagara temple. Above the truncated body of its 
Sikhara it clasps the shaft (veņu ; Pl. I) and is surmounted by the finial (stūpikā) 
with the vase (kalaša) as its most conspicuous part. The Amalaka has a cogged 
rim. Its solid shape is that of a ring stone; it may be compared a an indented 
wheel, the spokes being shown as ribs of its ring shape (PL I). The Amalaka is 
not only the crown of the main Sikhara (müla-Sikhara, múla-mañjari) of the 
temple, but also of every Mafijari or Srnga that leans against, or is arrayed on, 
its body (Pls. 1, II, IV, XLIII, XLV and XLVII). Its shape furthermore is the 
basis of the finial above the superstructure of the Mandapa (Pl. I); it may more- 
over, be doubly present (Pls. III, IV) having its larger and main shape surmounted 
by yet another smaller shape.*” Where, as in Orissa, etc. the Lata type of the 
Sikhara is dominant each of its Bhūmis itself terminates in an Amalaka; carved 
in the corners it is assimilated in its shape to the square section of the Sikhara and 
forms an Āmalaka quoin. There is no Amalaka on the superstructure of a 
South Indian Dravida temple. Its position, function and meaning are transferred 
there to the cupola of the High Temple, the Vimana or Harmya.'* 


The Nagara temple is the most widely represented shape of the Hindu 
temple, in time and place. The Amalaka is the crown above the Sikhara; 
it is at the same time a ring around the emerged part of the internal and 
invisible pillar of the temple, a capital of the ‘Venu’ of which the truncated 
body of the Sikhara is a sheath (venu-ko§a). It is the highest part of the 
Sikhara ; separated from its truncated body, it is the base on which rises the 
finial. Its function and meaning are two-fold; it is the crown of the super- 
structure, the sheath, and a cogged ring around the internal pillar of the temple. 
As crown it is the loadstone which locks together the pile of the Sikhara; as ring- 


19 The earliest yet known crowning Amalaka of a structural temple has been unearthed 
in fragments at Nagari, Chitor, Rajputana. Mem., ASI, No. 4, P, 126. It belongs to the 
fifth century A.D. Cf. Cunningham, ASR. IX. p. 43, describing small shrines complete with 
Sikhara and Amalaka, at Tigowa, C.P. 


12 They are called Amalasara and Āmalasarī respectively (J. Burgess—H. Cousens, 
‘Architectural Antiquities of Northern Gujerat’, op. cit. p. 27). They may be seen on 
temples of Central India, the United Provinces, the Central Provinces ; for example on the 
Mahadev Temple at Nohta, where an Amalasara of enormous diameter is topped by a smaller 
Amalasarı ; ASIAR, 1912-13, Pt. I. pl. Va, and in Gujarat, etc. | 

Cf. also, ASIAR, 1927-28, Pl. LIIA, a Trisüla supported by three Āmalakas (stūpa II, 
Nägärjunakonda). 

10 The blocking courses formed by the Amalaka quoins (of the kona-päga, karna) have the 
shape of a ribbed square cushion (Pl. IXXI ; Osian, Rajputana) or of a rectangular clasp 
(Orissa). Cf. "Visņudharmottara”, III. ch. LXXXVI. 7-8. i 

1% This has also been recognised by K. R. Pisharoti, in an article on ‘Amalaka’, “The 
Calcutta Oriental Journal’, Vol. I. p. ror; note 19. 

. 1४ In the South Indian temples, it has been shown, the walls of the High Temple form the 
emerging part of the central pillar which is also called “griva”, the neck. l 
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stone or capital it rises above it and is the final clasp of the neck of the pillar itself 
invisible and having for its sheath the truncated body of the Sikhara.*** 


The superstructure reduces the extent of the temple from the surface covered 
by its plan and perpendicular walls, to the point of the finial which is beyond the 
superstructure. This ascension is made haltingly, pausing at every Bhūmi or 
level (Pl. LXXI) and coming to an end of its own at the pinnacle of every Srnga 
(Pl. IV), which is but a station on the steep upward slope,and curve towards the 
summit. ‘The stations on the way to Brahman are conductors of the soul, not 
marks of the road nor places of enjoyment’’ (‘Vedanta Sütra’, Comm. IV. III. 2-7). 
Srüga clings to Srnga; (Pls. IV, XLIII); and all the Uro-mañjaris lean against 
and are urgent in their competition towards the top where they come closest to tlıe 
root-Sikhara and the central Pillar. As much as the piers and offsets proceed 
from the perpendicular walls, away from the centre of the temple, so much do the 
Srngas and Latäs compete towards—or leave off—and, reduced in number or 
extent, reach the inner sheath (venu kosa-antara),"” the topmost course of the 
Vedi (skandha) and the Pillar with its Amalaka. It is a long ascent (dürohanam) 
made by the eye on the basis of shape and form. This ascent is an architectural 
analogy to the recitation of the Dürohana mantra, ‘‘By repeating the Dürohana 
Mantra the sacrificer ascends to heaven” (‘Aitareya Brähmana’, XVIII. 6. 20). 
The sacrificer must already when alive ascend to heaven and gain a footing in the 
sun which shines on high; then he descends again to the earth. Thus the sacrificer 
who has arrived in the celestial world takes foot solidly in this world. 


All this is performed by the repeated recitation of the Dūrohaņa Mantra, its 
verses and pauses ;'*” all this is performed too by the ever renewed effort at climbing 
the Sikhara with the help of its smaller replicas. By this repeated and renewed 
effort, the apex is reached and the mass of the structure is reduced. The many 
Bhuūmis, Mañjaris, Srngas and Latas fulfil their purpose in different ways on the 
various temples : with a seeming independence and a high flung tension (P1. I); 
in a choral sameness of step, reglemented and united (Pl. XLIII), or with a 
rhythmical interchange of ascent and pause,—of vertical curve, and platform; 
together with Amalaka—sustained by one chain of thought carried in its long 
course (Pls. LX XI and IV). 

The upward journey approaches its end the nearer it leads to the Central 
Pillar of the temple which emerges from the High Vedi, a straight passage in its 
vertical direction though not factually, right from the Garbhagrha and its centre. 
Above the crown and ring of the Amalaka there is no competition, only a meeting 
and concurrence from all directions in the point of the finial; it rises bud-shaped 
or in the likeness of a fruit (mātulunga) from the vessel, the Amrta-kalasa (amara- 
karaka) which makes immortal because ‘‘Vigvakarma made the Kalaša from the 
different parts (kala) of each of the gods” ('Mahānirvāņa-tantra”, V. 181). So 
the substance of the Kalasa, which is gold, as a rule,’ contains the properties of 


166 This part is also played by the pyramidal Bhūmis of the South Indian superstructure. 


167 ‘Samaratganasiitradhara’, LVI. 288; or Skandha-Kosäntara ; 276. 

™ S. Lévi, ‘La Doctrine du Sacrifice’, pp. 88-89. 

1% The jar (Kumbha ; Kalaša) of the Stüpikä is of gold ; it may be substituted by copper, 
silver, stone, brick or stucco (saudha) ; "Mayamata', XVIII. 195. 
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up in the deathless (amara) region, straight above the Nidhi- 
Kalta a of the temple in which were placed the treasures (nidhi) 
of the earth.” The ‘treasures’ would be transmuted into Deathlessness in the 
High Vase in which their several colours, scents and shapes would have entered 
through their presiding divinities. As above the temple, so also is a vase below 
the temple. In the Vase (kalaša, kumbha) of the finial (stūpikā) are collected (from 
the root ‘stup’ to collect) all the properties of all the objects and their potencies 
and merged in Amrta, the Deathless. Into this vase, the Golden Prasada-purusa 
is laid. 

The finial (stūpikā) with its point (bindu) above the Kalasa, above the Amalaka 
rises from the centre of the Central Shaft (venu). Its pillar shape 15 clasped by 
the ring of the Amalaka. But it is not the only pillar so clasped. Here it is the 
Central Pillar of the Hindu Temple; elsewhere, the pillar in itself denotes the 
presence of the Buddha and is carved in relief, in Amarāvatī for example. e In 
regular intervals, like the Bhūmis of a Sikhara, Amalakas clasp its shape. The 
Amalaka here functions as a ring. Through a number of rings passes a central 
pillar or shaft. This is the original function of the Amalaka as ring-stone or 
naturally holed stone, Svayamātrnņā, the self perforated “brick’’ (istaki) in the 
Vedic Agni. Three such self-holed stones were placed, the first on the golden 
man in the centre of the bottom layer, the second in the centre of the third layer 
and the third upon the centre of the completed fifth layer. They represent the 
three worlds; the holes afford to sacrificial man, himself identified with the golden 
Purusa a passage to the highest region.” 


The third naturally perforated stone is placed upon the last, the fifth layer 
of the Altar; the Amalaka too, is placed above the platform of the Vedi of the 
Sikhara. By its position it signifies the celestial world, below which the temple 
has its extension in space (antariksa), the mid-region—between heaven and earth. 


The central pillar of the temple thus is alike to the Passage in the Fire-Altar; 
through it sacrificial man, the devotee, attains to the Highest Point where he is 
altogether liberated from the conditions of space and time. This straight, short 
way however is only for those who ascend from the Centre, from within the darkness 
in the mountain to the light above. Figuratively, the Pillar strikes the ground in 
the centre of the Garbhagrha, a shaft of light. Nothing retards their ascension, 
it is instantaneous. The pilgrims from afar, however require the conductors on 
the way upwards. They are stationed on the outward shape of the temple, in its 
architecture. The temple as a monument thus serves a similar purpose as the 
icon (mūrti). The highest kind of devotion need not dwell on either and ascends 


११० The Nidhi-kalaga need not necessarily be present in the foundation. 


™ The Amalaka and more precisely, the cupola (Sikhara) of the High Temple (Vimāna) 
above the Bhúmis of a South Indian temple, would correspond in their topmost part to the 
root Plate of the domed house’’ and represent an architectural equivalent of the Sundoor 
through which one “escapes altogether” as pointed out by Coomaraswamy, ‘Some Sources of 
Buddhist Iconography’, ‘B. C. Law Volume”, p. 473, note 12; and also in ‘Pili Kaņņikā”, 
JAOS, 50 ; 1930 ; ‘Symbolism of the Dome’, op. cit., L.G. 1938, and ‘Eckstein’, ‘Speculum’ 
1939 ; also “The two Reliefs from Bharhut', JISOA 1938, l.c. 'Svayamātrņņā, Janua Coeli', 
Zalmoxis’, 1939, could however not be consulted. ge 
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straight from the Centre within the cavity, within the heart, to the Highest 
Point.*” 

The central pillar ‘pillars apart’ heaven and earth (AV. X. 8.2). It is a 
pillar of light, extending downwards from the sun in the zenith and rests on the 
earth (‘Aitareya Brahmana’, V. 28.1). Its sheath (venu-koSa), the super- 
structure of the temple, shines with innumerable Gavaksas (ray-wheels) in all the 
directions, a light-house on which ‘revolves’ the Amalaka with its cogged rim. 
Its indentations sum up the buttresses and projecting angles of the total building ; 
together with it they seem to revolve around its vertical axis, which divides while 
it unites, heaven and earth (cf. RV. X. 89. 4). 


The Amalaka effects and symbolizes the passage to heaven; it is the archi- 
tectural symbol of the celestial world ; viewed as sculpture, it is a three dimensional 
shape of the filaments of the lotus or of a halo with its rays.’ The disc of the 
sun looks like the pericarp of the sky-lotus of which the petals are the directions 
of the compass and the filaments the solar rays.”* The rays of the sun, in another 
inscription'” are seen as “the round wooden rings of the sacrificial posts (yiipa)’’. 


The naturally perforated or ring-stone'™ is the prototype also of the many 
carved stone discs which have been found in various sites. They have a large, 
round hole in the centre, as a rule; a ring-stone however having no hole has been 
found in Mathura. Its solid centre is filled with the carving of a lotus-Amalaka 
shape.*'* 

The Āmalaka ring-stone on the shaft of the Pillar of the Sikhara symbolises 
the celestial region where the rays of the sun spread like the filaments of the lotus 
of the zenith (‘Brhadaranyaka Upanisad’, VI. 3.6). This region is above the 
body of the temple, above the truncated superstructure, around the Central Pillar; 
there the Central Pillar gives up its shaft and emerges from the Amalaka as it 


172 The complete and unconditioned liberation (mukti) is distinguished from temporary 
and conditional states known as: “sálokya, särüpya, sämipya’ and 'sāyujya'. The. last is a 
becoming one with God ; the first, a dwelling in the same world with God ; it is attained by 
image worship. 

173 Cf. the Sakti-cakra like the rays of the sun “on the white lotus of eight petals” 
(‘Kalottara Agama’, quoted in ‘Isänasivagurudevapaddhati’, Pt. III. ch. V. rr f.). 

174 «Ep. Ind” XVIII. p. 491 ; Cola Inscription, Cape Comorin, “Travancore Archaeol. 
Series’, III. p. 85 £. 

179 Rewa inscription of Malayasimha ; Memoir, ASI. No. 23; R. D. Banerji, “The 
Haihayas of Tripuri and their Monuments’, ७. 135. 

170 Is a symbol of re-generation. Those who pass through it are, as it were, born 
again. Crooke, op. cit. p. 322. Cf. the Muktidvāra in Satrunjaya, etc. The ring stones 
having “undulating surfaces’’ (Marshall, ‘Mohenjo-Daro and the Indus Civilisation’, pp. 61-62, 
Pl. XIV. 6) may, more closely even than the others, be connected with the corrugated shape 
of the Amalaka. 

Maurice, ‘Indian Antiquities’, 1793, also tells of the belief in a new birth of the soul by 
passing through holed stones. Self-bored stones are used as ‘lucky stones”. 

17 Taxila (three from the Bhir Mound, one from Hathial) ; others have been found in 
Sankisa, Kosam (near Allahabad), Rajghat (Benares), Patna, etc. 

778 ASIAR, 1930-34, Pl. CXXX. 1. On its outer rim is carved the figure of an animal 
with the body of a lion, the wings of a bird and the head of man. 

Havell, ‘Handbook of Indian Art’, pp. 8, 57, 112 and also in his ‘Ideals of Indian Art’ 
p. 171, connected the Amalaka with the Lotus, if differently from the present context. 
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were in its inmost core only, as finial (stúpika).*” Inasmuch as the Amalaka has 
retained its meaning as ring-stone it is a symbol of passage, of exit from this 
world and entry into heaven. In its appearance however on the monument it is 
the crown of the temple. In it are gathered the slopes of the Sikhara ; their 
multifarious profiles are commuted into the unity of its solid and comprehensive 
shape. 

In South Indian temples where the shape of the Amalaka is unknown, the 
cupola of the High Temple (vimana ; harmya) takes its place.” In this connection, 
the High ‘little temple’ (harmikä; hammika or “little palace’) on top of the 
Buddhist Stipa has its particular significance. In name and position this 
Harmya is identical to the domed High Temple on top of the Bhūmis of the South 
Indian Prāsāda. Its shape too, where it is shown to be a chapel with a vaulted 
roof’ is cognate with that of the South Indian High Temple and its cupola. On 
other stiipas however no such chapel is shown within its square railing and 
surmounted by successive tiers of slabs, increasing in area. Instead, the square 
railing has the shape of a closed casket with a railing pattern for its sides; on 
which rest the tiers of slabs, successively increasing in area. 


The self-same combination however of the closed casket whose sides consist 
of a square railing, surmounted by an inverted pyramid of slabs, is placed on top 
of the capital of pillars, either structural or carved in the rock and contemporary 
with the stūpas and their ‘caskets’. The contents of such a casket are known 
for they are also taken out of the casket and carved above the pillar capitals. In 
one instance’ an Amalaka is carved above the railing of the ‘casket’. In this way 


| 

179 The Amalaka has been shown to have an equivalent in the flat stones which are used 
to cover the opening of the top of the ‘spire of Toda-huts’ “where certain relics are intended 
to be hidden from the public gaze”, Simpson, ‘Origin and Mutation in Indian and Eastern 
Architecture’, published in “Transactions of the Royal Society of British Architects’, 1801, 
p. 253. 

In Barhut relief representations (R. Chanda, ‘Beginning of the Sikhara of the Nāgara 
Temple’, ‘Rüpam’, 1924, Figs. 1-3) a ring shape from which emerges the finial ‘‘shuts up 
the hole at the top of the dome’’. 

Such shapes have played a part similar to that of the Amalaka; there however the 
‘ring-shape’ etc., rests on the dome, etc. itself and is not separated from it by a central shaft, 
as it is on the temple ; such a separation would be meaningless in case of a structure ; the 
super-structure of a temple however is a monument, it functions symbolically and not 
structurally. The vision of the celestial region and of the Cosmic Pillar became symbolic 
form by the transposition and transformation of structural shapes. To the same extent are the 
body and limbs of the images reminiscent of the shape of men although they are unlike it. 

730 The term Mūrdhestakā (‘Mayamata’, XVIII. 117; ‘Kasyapasilpa’, XLII. 1-2), the 
„head, or top ‘brick’ is the place where the finial is fixed ; also the ‘pidhänaphalakä’ of a wooden 
structure (“Tantra-Samuccaya’ Pt. I. ch. II. 49-50 ;) cf. Coomaraswamy, ‘Pali Kaņņikā— 
Circular Roof Plate’; JAOS, 50, pp. 238-243. 

Although the Amalaka has no place in the South Indian Vimāna as a whole, its shape, 
though modified, is yet recognisable as part of the capital of Pallava and Cola pillars. 

18 Barua, ‘Barhut’, Pt. गा. Pls. LII, LIII. 5 
„For example in Ajanta, Cave IX ; Karli, etc. Cf. the increase in area in the opposite 
"direction of the Bhümis in the super-structure of the temple. 
3 At Bedsa, P. Brown, op. cit.; See also note ror. 
tīta On a structural pillar at Besnagar, see P. Brown, op. cit. Pl. IX, Fig. 4. 
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it is made visible. Genérally however the Amalaka is shown within the casket 
whose sides are opened up for this purpose; only their posts are left at the four 
corners. On some of these pillars, the Amalaka in its receptacle is placed above 
the lotus (Bedsa, Karli) or pot (Ambivale, Nasik) shaped capital. The lotus as 
well as the pot are inverted, they are seen from above downwards, their petals 
and contents are showered from a celestial world to the earth below. Corres- 
pondingly, in a wooden temple it is the rule according to the “Tantrasamuccaya’ 
I. II. 48, to measure the rafters of the Sikhara from its top downwards ; it is under- 
stood spreading from above to the walls of the temple below. In this inverse 
measuring the Highest Point of the temple is taken as its ‘origin’ and starting 
point, which it is ontologically ; the temple as symbol of manifestation begins from 
the Bindu, the point limit between the unmanifest and the manifest. This point 
is situated above the Amalaka. 

Indian pillars of later ages, from the Gupta period onward, retain the Amalaka 
without or within its casket as constituent part of their capitals. These have many 
variations and elaborations but, as a rule consist of the capital proper, called 
Bharana, ‘bearing’ (S.S. LVII. 69; LXIII. 56)—on many types of pillars it has 
the shape of an Amalaka (Pl. LXXVI)—and a kind of bracket capital, called Sirsa 
or head. The intervening part, if present, is called Hiragrahana. Below the 
Bharana a ‘collerino’ may be present, called Virakantha.'” Vira denotes the 
sacrificial fire and Virakantha is the space of an inch from the edge of the hole in 
‘ which the sacrificial fire is deposited. This connotation has its origin in the same 


Cf. the corresponding representation of a ‘surrounding railing’ carved below the tree 
which is meant to be shown surrounded by it ; Barhut, op. cit. in the scene of the Jetavana 
Jataka (Pl. XLV). 

185 In Bedsa, Karli, Nasik, etc. The thin corner posts are replaced by the figures of 
Ganas who act as Karyatids ; their bodies are placed slantingly like brackets ; the straight 
corner posts disappear. "his change can be seen on the capitals of pillars of one and the 
same cave, the Vihara 3, in Nasik. The same type of Amalaka with the figures of Ganas, etc. 
as ‘struts’ i.e., ‘corners’ of the casket occurs in Ajanta, Caves I and II, whereas in cave XXVI, 
Yaksinis with their trees act as struts. 


° South Indian texts know the capital as Bodhikä or Potikā ('Kāsyapašilpa”, IX. r f). 

The wrongly called ‘cushion’ capital of the pillars in the caves of Badami (6th century), 
the Dhumar Lena in Ellora and the Siva temple in Elephanta (7th century) consists of an 
Amalaka without any ‘casket’. More than one Amalaka forms the capital of the Iron pillar 
in Delhi (415 A.D.). Cf. the proportion of the Amalasäraka of the pillar, ‘Visnudharmottara’, 
TI. Ch. XXIX. 58. 

The names Hiragrahana, also Hira or Hiraka occur (S. S. LIV. 24, LVII. 253; 497); 
in Gujarat, Hiragrhas are the corbels intended to hold the lower tenons of bracket figures 
(Burgess-Cousens, op. cit. p. 24). 

Hiragrahana, ‘containing or enclosing the diamond’, may originally have referred to 
the corbels (such as in Bedsa, Karli, Nasik, etc.) forming an inverted pyramid of slabs above 
the Amalaka in the casket, while Hiraka may denote the Amalaka, the stone whose meaning 
is as precious as a diamond. 

17 छ. S., LXIII. 57. “Viraganda”, an instance of popular etymology. 

South Indian Vāstušāstras use a somewhat different terminology for the parts of the pillar. 
The word Virakantha however is retained (and translated by P. K. Acharya as “warrior's 
neck”) in ‘Mänasära’ XV; the name of the capital, Bodhikā (Potikā), derived from ‘awakening’ 
and ‘enlightenment’, refers to the liberation which is attained by passing across the Amalaka as 
ring-stone and Mukti-dvara. 
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place where, on the Uttara Vedi, the last Svayamātrņņā had come to lie. Both 
the terms belong to ‘surrounding shapes’, of the immanent Breath (atman) in the 
Altar, or of the sacrificial Fire. 


As many as are the uses of the Amalaka, the cogged ring-stone'"*—and 
especially of the highest of these Svayamatrnnas, denoting the celestial world—so 
manifold also are the meanings of its name. Etymologically it is derived from 
the root ‘mal’, ‘‘to hold” or “to gather” ; this meaning describes it in its function 
as a ring. Its name moreover is differently written and frequently begins with a 
short ‘a’; Amala means without impurity, stainless; thus the name Amala-sila 
“pure stone’ was given to it, especially by the Buddhists.” Another of its names 
of this kind is Amala-sára, Pure Essence. Both these names are descriptive of 
the High Region, the celestial world; of which the Amalaka—as ring-stone and 
Mukti-dvāra, door of liberation—is the symbol denoting entry and final integration. 





When however, as generally in Vāstu-šāstra, Amalaka begins with a long ‘a’ 
it is the name of the fruit of the Emblic Myrobalan, whose shape it remotely recalls. 
Closer, however, than this resemblance is its affinity with the circle of lotus 
filaments which are likened to rays. 


The Amalaka moreover in early Västusästra is also called ‘Anda’, the “egg” 
(see Part VII, p. 273). The interchange of these two images has its background 
in the ‘Chandogya Upanisad’, III. 19.1: “The sun is Brahman. Such is the 
teaching ; and its exposition is this : In the beginning, this was indeed non-existent; 
it became existent; it came into being; it became an egg; it lay for the period of 
one year ; it broke open ; then came the two halves of the egg shell, one silver, one 
gold” and Sankaräcärya’s commentary : “What is emphasized is not the negation 
of existence (but the absence of differentiation of Name and Form). As a matter 
of fact, the term ‘sat’, "Existent', is found to be used in the sense of ‘differentiated 
name and form’ and this differentiation of name and form of the universe is mostly 
dependent upon the sun”. The Brahmända the ‘world egg’ is the true ‘Dhatu- 
garbha’ and is enshrined as such in the Harmikä or casket above the Stipa. 


18% As end of the cross-bar on the throne of Buddhist divinities, ASIAR, 1928-29, Pl. 
LVII, Or, similar to its use on the pillar, on the Ayakakhambas of a Stipa (Gumadidurru, 
ASIAR, 1925-26, Pl. XXXVb ; and in symbol-ornaments stuck into the coilfure of Terracotta 
figurines, on plaques (‘Annual Bibliography of Indian Archaeology’ XII. Pl. V.) Not only 
in the capital, but also as part of the base of a pillar comparable to the lowest Svayamātrņņā 
‘is the Amalaka shown in relief representations from Nägärjunakonda (ASIAR, 1927-28, Pl. LI.). 

Beal, Buddhist Records II. pp. 136-7. Foucher, ‘L? Art Gréco-Bouddhique’, op. cit., 
I. p. 96. note. 


He "Samarāūgaņasūtrādhara”, LVI. 49; 154, etc, Āmalasāraka. Amalasäraka however 
would be synonymous with Amalaka. 


79 In this connection it may be possible to see some light thrown also on the corbels or 
bracket capitals of pillars, etc. where an inverted pyramid composed of tiers (Hīragrahaņa) 
rises above the Amalaka. Their symbolism might be referable to that of the spheres above 
the sum, from Svarloka upwards. a oe 

"The successive increase in area of the single ‘slabs’ serves a purpose akin to that of a 
bracket capital on the pillars, whereas no such purpose is served by the same shape on top 


of the Stipa. The slabs of this inverted pyramid share: with the pyramid of slabs of the 
temple the function of a solid cover. a _ = 
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Above the Amalaka is the Stipika, the finial, frequently made of gold, or 
gilded. Its most conspicuous part is the round body of the jar, the Kalaša. ‘The 
golden Kalasa, a ‘high seat’, on the summit of the god’s dwelling, looks as if it 
were the sun’s orb that had arisen on the lordly mountain of sunrise.*** The Kalasa 
is likened to the sun and the temple is ‘‘the Mountain where the Sun rests at 
midday.’ Meru, the support of the Sun,’ and “the one Sun that never 
leaves the Meru” (‘Aitareya Brahmana”, XIV. 6.44, Comm.)'™ are symbols of 
the ultimate state of illumination of the Sādhaka for whom the sun neither rises 
nor sets. ‘‘For one who thus knows the secret docttine of Brahman, it does not 
set nor does it rise; for him it is day, once for all” (‘Chandogya Upanisad’, III. 
11.8). 

To the Sun these worlds are linked by means of the quarters (‘Satapatha 
Brähmana’, VI. 7.1.17). Beheld from above, the temple spreads from its finial 
to the four quarters, while seen from below it is a step-way (sopana mārga) to 
ultimate release (mukti).'” 

The Amalaka, below the golden orb of the Kalasa-sun, the ring of spotless 
rays, is the celestial world in which dwells the sun as the pericarp which is above 
and in the centre of its halo of filaments and its wider sheath of petals (padma-koša). 
The Amalaka and also the dome of the Harmya represent the lowest celestial level 
of an extra-cosmic Empyrean. 


In the Kalasa—sun, all the gods are merged in the Deathless; the Amalaka 
consequently is sacred not to one god only but to the Three great gods, Brahma, 
Visnu and Siva. This is the meaning of the Amalaka as the fruit of the tree (the 
Emblic Myrobalan). Its legends are recounted in the Puranas. 


The Tulasi is sacred to Visnu and the Bilva is Siva’s tree. Once when all 
the gods and sages (rsi) had assembled at the Tīrtha of Prabhäsa, Devi, Siva’s 
Sakti, wanted to worship Visnu and Laksmi, who is Visnu’s Sakti, wanted to 
worship Siva. Deeply touched, their eyes welled over with tears of joy. Where 
the tears fell to the ground, Amalaka trees grew up “since they were born from 


192 «Ep. Ind” XIII, pp. 46, 56; Kanarese inser. narrating the building of the Mahadeva 
Temple at Ittagi, A.D. 1112. In many other inscriptions too, the golden Kalaša is likened 
to the sun (Khajuraho inscr. of the year 1001-1002, ib., I. p. 144; in a 12th century inscr. 
from Fithapuram, ib. IV, p. 44. f. etc.). u 

The Kalaša is made of gold, silver or copper; Ī.P. IV. ch. XXXIV. 20 f. The word 
‘finial’ in the present context is taken to denote the entire object above the Amalaka or the 
cupola (sikhara) of the South Indian temple. 

wi Deopärä inscr. of Vijayasena, ‘Ep. Ind.’ I 314 

11 Hansot Plate, 756 A.D. (Broach) ; ‘Ep. Ind.’ XII. p. 203. 

5 The sun called Digbhraja, the illuminator of the regions. 

२१० Buddhist stone inscription, 8-9th century ; ‘Ind. Ant.’, XVII. p. 308 

Each Šrñga or miniature Sikhara has its Amalaka in the hierarchy of celestial regions 
(Pls. IV. XLV) whether these shapes are distinct units as on the temples of central India, or 
form one sequence of architectural form as in Rajputana (F1. LXXI), Aihole (Fig. p. 183) 
or in Orissa, where the Amalaka-quoins appear as mouldings of the ‘Konaka pāga'. In these 
positions they do not symbolize the sun in the 4 quarters ; the corners of the temple, as a mule, 
are in the intermediate directions 


117 See Coomaraswamy, “The two Reliefs from Bharhut in the Freer Gallery’, 1.c., p. 150. 
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tears and all the gods and sages saw Brahma, Visnu and Siva in the Amalaka tree”. 


(‘Brhaddharma Purana’, XII. 1-35). 

Brahma, Visnu and Siva dwell in the Amalaka tree. ‘The ‘Skanda Purana’, 
(‘Vaisnava Khanda’, XII. 9-23) describes the Amalaka (Amardaki) tree. It is 
the first tree grown in the universe. Visņu is seated at its bottom; Brahma above 
and Siva higher still. The sun is in its branches, the gods are in their ramifications 
and in its leaves, flowers and fruits. Thus the Aınalaka is the support of all gods. 


The Amalaka, tree of manifested deity, redeeming, supernal tree, has 
contributed to the temple the image of its fruit. It is raised high on.the Pillar, 
above the trunk of the Prāsāda. Its radiance is gathered in its ring of rays, it is 
given additional support by images carved below it and placed above the last Bhūmi 
of the superstructure. Simhas, the four Vimāna-pālas or Guardians of the 
temple, or aspects of the divinity of the temple may, but need not, be placed in 
this high region.” Towards the light which spreads from the Amalaka to all the 
regions, the Uromañjaris, Šrūgas and Latas, every shape of the superstructure of 
the temple is seen to ascend: progressing in series, forming vertical bands and 
ridges and dark narrow paths, flung toward the summit across all strata, all 
Bhūmis, and linking up the piers and offsets of the walls with the superstructure 
(Pls. XLIII, XLV, I, IV). In one competition, from the Vedi, the ground on 
earth, to the High Vedi of the Sikhara proceeds the ascension of the many units 
of form. The images cease at the height of the Face of Glory and are shown once 
more, below the Amalaka.*” The long ascension (dirohanam) has altogether been 
given form. On some Sikharas, moreover (Pl. XLV), a small figure of man is 
placed. It is outside the body of the Prāsāda, climbing the mountain of the Sikhara 
towards the Amalaka and the Flag placed in the High region. It is the figure of 
the warrior, the Ksatriya, the King,’ who gains here a footing, high on the 
superstructure, ascending to heaven. l 


198 The names of the four Vimānapālas are given as: Nyaksa, Vivasvān, Mitra, and 
Ksatta ; ‘Vaikhanasagama’, VII, VIII, XLI: see also, Gopinatha Rao, op. cit. Vol. 1, Pt. II. 
Appendix, ७. 5. They are forms of the ‘Sun’; see Pl. LXI, Head of a Vimänapäla or Devarsi. 

199 On temples where the Latäs of the Sikhara exceed in height the Múlamañjari especially 
in the Deccan, the Kirttimukha is carved at the very end (temple of Jhodga ; Amrtesvar 
Temple in Ratanvalli, etc.) 

In Orissa, ‘Deul Caranis’, a particular form of the Lioness, are carved below the Amalaka. 
They are related to the Caranas, movers at will, floating through the air; they belong to the 
group of Siddhas, Brahmarsis, Devarsis, etc. (‘Harivamésa’, CXXVI. 2); The ‘Käsyapasilpa’, 
XXVII. 66-69, speaks of the figures of bulls in the corners of the ‘gala’ (neck) such as are 
to be seen on Pallava and Cola Temples (Kailäsanätha Temple, Conjeevaram, etc.) or of images 
of the 4 Bhütas, named Āmoda, Pramoda, Pramukha and Durmukha. Their head-god is 
Yama (cf. Part III, p. 50, the Pecaka Västumandala). 

२०० On South Indian temples however, the super-structure too is full of images. 

2% The figure of the Royal Knight with the sword at the right side, is carved in the very 
act of ascending, under the Amalaka (Talešvar temple in Tilasma, Mewar, Rajputana ‘ASI. 
Progress Report, Western Circle’, 1905, p. 56).: Today even this figure is locally known as 
त personage who built the temple and who by means of that meritorious act ascends 
to. heaven.’’ 
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The meaning of the forms and figures on the walls of the Prāsāda and its 
superstructure is held and integrated in the crown of the temple whether it is dome 
shaped as in South India or has the appearance of an Āmalaka, as on the great 
majority of temples. Beneath the apex of the dome and under the Amalaka, the 
house of God rests on this earth whose extent, architecturally, is covered by the 
Västupurusamandala. In it the temple has its plan, prognosis, and projection on 
the surface around the Brahmasthäna; its centre coincides with that of the 
Garbhagrha. It is there that the Pillar of the temple, passing downwards from the 
High Temple or the Amalaka, strikes the ground. The Brahmasthana, ensconced 
in the body of the temple, in the Garbhagrha, is transfixed, as it were, by the 
vertical shaft of the finial above the dome or the Amalaka; disembodied, beyond 
the body of the Prasada, it stays in the Empyrean and points into the unconfined. 
From its point downward the temple spreads the rich folds of its cloak, the sheath 
of its Pillar, its super-structure and walls. It extends in all the directions, has no 
façade but is oriented. From its hem or perimeter upwards and inwards it 
connects all the directions of space and all the constellations m time, in a 
sumptuous fabric. It coheres in strict measure and is woven with images, each 
in its place; they are multiform in all the pursuits in which man is confirmed in 
deathlessness (Pls. XXX, LXVIII, LXXX). The long ascent (dūrohaņam) from 
tier to tier and peak to peak, is lit by the ‘radiance’ of Amalakas and Gavaksas ; 
the light of the sun rests upon their curves and mingles with the superluminous 
darkness which is held in them. Ee -h peak has its sun, each station its light; 
it is eclipsed by one that shines from a higher plane which, with a greater power, 
draws towards itself the forms of monumental display. Far above and yet 
supported by the ground of nature, the high platform of the superstructure I 
in its squareness the competition of the multitudinous forms and images. Thence 
the Pillar of the Temple emerges naked : it is seen from this high level only whereas 
its immanence in the body of the Präsäda supports each of its varied profiles and 
strata, which form the slopes of Mount Meru, the body of this Universe. 


All the things indeed of “this wonderful world (samsara)’’,—its course and 
the passage that leads beyond it— ‘are described under the guise of the temple 
(Präsäda) : the diverse shapes of all creatures, high and low, encaged in ae bodies 
through their various actions, from the celestial beings (downwards). Thus the 
kings are admonished in the above inscription, not to turn their minds to sin, but 
to see the Order of this world in the likeness of the temple and be guided by it, 
supported by it in the long ascent to the ground above, the High Altar, above 
which are the rays and the deathlessness of the Sun, the Brahman (‘Chandogya 
Upanisad, III. 19.4; Taittiriya Aranyaka’, II. 2.2). Below it, all are in the 
power of death, who has given this residence on earth to sacrificial man so that he 
may ascend to its summit, and finally transcend it. All is order in the residence 





20% Sirpur stone inscription, verse 21 ; 8-gth century ; ‘Ep. Ind.’, XI. p. 190. 
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of God on earth, in the symmetry of the structure, and its aoe Square in shape, 
it is the Vāstupurusa, the place of all the gods. "he Vastupurusa, 
Existence, the Asura, the unruly, expansive, 15 kept in check, cosmic 
order covers it and makes it the time-table of its movement every 
day, every year, in all the cycles of the aeon. AH the gods, those of the stars and 
the suns, face the Brahmasthäna, are turned towards the centre, they have their 
images placed on the body of the temple, adorning the folds of its robe, the 
buttresses of its walls and face the devotee. Viewed from above as much as from 
the Centre—which view no physical eye can take—they have their stations 
simultaneously, in rhythmic intervals on the body of the temple wrapt in its still 
mantle of carved stone. Viewed however from outside, and compelling circumam- 
bulation, they are the links of its closed body, unfolding its vestment in the many 
recesses, offsets and piers (Pl. XLIV), the pages in the book of all Time, a 
consolidated region where the South and the North have the same architectural 
profiles and only their images are as different as is their orientation. 


On the fixed ground, the pillar is struck; it inheres the mass of the temple; 
like a lighthouse it has, as it were, turned around its axis and has thrown fort! its 
radiance in the shape of images, visible and clear to all. The solid pile of the 
monument, with its buttresses and recesses and their sculptural exposition, is 
embodied movement, it revolves with the spirits of the air (Pls. XXV—XXVIII) 
in unbroken rhythmic form. In it Sakti is active, the power that drives forth the 
form, and is its substance. The Spirit gives His impress to it, and Yama, the 
Dharmarāja, gives it definition and finality in the succession of creative movement, 
at its own time and place. 

The temple stands firm; it is a monument of the movement of the cosmos’ and 
leads beyond it. It is to be seen and comprehended (daršana) by circumambulation 
(pradaksina), to be approached and entered (abhigamana) so as to be born from 
its dark womb and to ascend its height in an instant of coincidence, to the golden 
point of reintegration from the middle of the cavity, in the heart. This monument 
is the seat and house of God. Its substance and shape (akrti) is Prakrti 
(‘Agnipurana’, LXI. 25 f), the primordial nature of the world; its images which 
mirror the course of the world (samsāra) give liberation (‘Kularnava Tantra’, 
II. 24). Its total form is the seat (Prāsāda) of the Supreme Spirit.” 


‘At the end of Prakrti’ (‘Agnipurana’, CI. 18), in the Kalasa, the golden 


* The vision of the Temple, the Seat of Liberation, is amplified in the image of Vaikuntha, 
the World wherein dwells the Supreme Visnu. 

Vaikuntha is described as full of many cities. In the centre is the city of Ayodhya, sur- 
rounded by ramparts and gates in the four directions each having a high Gopura. In its centre 
is the “inner city” (antahpura) of Visnu, itself surrounded by ramparts. In the centre of the 
“inner city”, is the hall, “the King’s abode” (rājasthāna) and in the centre of the hall is the 
“Beauteous Throne”, the essence of all the Vedas. In its centre is the Vogapītha, the Base 
of Reintegration, and in its centre is the eight petalled Lotus, at the centre of its petals is the 
5 Purusa and Īsvarī (‘Padmapurana Uttarakhanda’ ch. CCLVI, 7-26; cf. also CCLVII. 
120-133). 

The temples of South India, the Dravida country, with their Präkäras, or ramparts sur- 
rounding the innermost shrine, are the architectural form of Vaikuntha, the ‘Un-hindered’, 
pervaded throughout by the Supreme Purusa. a 
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Prāsāda-Purusa is installed in the Empyrean below the Paramount Point of the 
finial. The temple as house and seat of God in which dwells His Essence is also 
His body; the temple contains the whole manifestation (‘Mayamata’, XVIII. 193) 
in which He is beheld as Purusa, Supernal Man. ‘The Präsäda should be 
worshipped as Purusa” (‘Silparatna’, XVI. 114). It is both, His house and 
representation. ‘The several parts of the temple communicate His living presence 
and are likened to the body of man in the same way as the square of the plan and 
its partitions are the ‘body’ of the Västupurusa. The door is the mouth,” the 
Amalaka or the High Dome is the head; its Brahmarandhra or foramen” is pierced 
so as to receive the tenon (kila) of the finial (stūpikā). The image in the 
Garbhagrha is the Life (jiva) of the temple concealed in the darkness of the cave, 
enclosed by the mountain of its walls. The outside of the bulwark, teeming with 
ordered shapes and figures, is its explicit form. The temple is conceived from 
inside and visualized from outside; the communication between inside 
and outside is brought about by the radiating power from within which 
assigns its place to each and every facet of the walls; the inner dark is extracted 
through closed doors and windows (Ghanadvara and Gavaksa) as a chiaroscuro 
which adheres to the Prasada extended in mid-space and facing all the directions. 
Tier upon tier in a solidified ascent, its bulk 15 reduced in the tapering super- 
structure and carried towards the Paramount Point. 


When the building is completed a large flag, as long as the temple is high, is 
fixed, at the top; the finial is installed and the Kalaša. 

Finally, the rites of consecration are performed: the indwelling essence is 
established in the temple (hrtpratistha).”* 

As in the beginning, so also on the completion of the building, the rite of 
auspicious germination (ankurarpana; I.P. IV. ch. XXXIV. 27; ‘Kamikagama’, 
LXI. 3; Mayamata, X VIII. 166) is enacted and oblations are given at night. Then 
at dawn, of another day, the Sthapati, the master architect, and the Sthāpaka, the 
priest architect, ascend the Vimäna and with a golden needle, perform the rite of 
opening tlıe eyes (netra moksa) of the Präsäda in front of the cupola (Sikhara) of. 
its High Temple (Harmya). 

The Sthäpaka then instals the Präsäda, in its concrete shape (prāsādamūrti) 
on its altar or pedestal (dhisnyamürti) and places in it the Seed (bija) of the Temple. 

Prior to the inception of the building, the Seed of the temple,—its causal stage 
whence the unmanifest becomes manifest—was deposited in the ground (bhümi), 


20 This rite is performed—not only—in South India to this day ; cf. also ‘Pauränikavästu- 
$äntiprayoga’, Fol. 24 B ; ‘Brhacchilpasastra’, III. 102. 

205 Of, S.B. XIII. 8. r. 1. where the Vedic funeral mount is spoken of as “house and 
representation”, “grham vá prajūānam va’. 

206 "he Sukanäsä is the nose, the Bhadras are the arms, the Anda=Amalaka, the head; 
the Kalaša, the hair ; the Kantha, the throat ; the Vedi, the shoulders (skandha) ; the door, 
the mouth, and the image (pratima) is the Jiva, its life. (‘Agnipurana’, LXI. 23-25). See 
Part IV, note 84. 

2० Coomaraswamy, ‘Symbolism of the Dome’, 1. c., p. 53. M. Eliade, ‘Yoga’, 9. 306. 

20% A summary is given here of their description in the “TSinasivagurudevapaddhati”, Pt. IV. 
ch. XXXIV. 65-93. 
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in the womb of the Earth,™ surrounded by all her substances and sheltered by her 
so that the temple may arise. Now the building is completed, the Seed has ger- 
minated, assimilated all the substances and grown into the body of the temple. 

In the completed building too, the Seed, having germinated in its substance, 
is realised in its causa], creative significance in which it dwelt while the temple was 
being built in the lotus of the heart,” of the Guru, the Sthāpaka. Now, on the 
completion of the building it is brought from the heart of the Guru and placed in 
the temple. This seed is Consciousness itself (Cit). 

The form of the Prāsāda (prāsāda-mūrti) is the monumental embodiment 
of the Purusa, the Essence, 7 it is the form of Consciousness itself.” 


Then the Yajamāna, the sacrificer-patron, presents the Sthapaka and Sthapati 
with gold, clothes, ornaments, etc., according to his ability. The Sthapati makes 
over a gift of gold to the Taksan, and receives from him the entire merit (dharma 
sarvasva) of the work. The entire merit in building the temple, the Sthapati gives 
to the Yajamana. Now the shrine is installed. The Sthapaka and Sthapati who 
had begun the temple also complete it. Should they be dead, their sons and disciples 
carry out the work according to the precepts of the Guru. He conducts the work, 
from the beginning, and should he no longer dwell in the body, his painted effigy 
is present at the installation of the temple.”* 


_ The continuity and perfection of the work are assured according to the particular 
tradition in which it was started. "The science of architecture having its origin in 
Brahma and being transmitted by an unbroken series of sages preserves its integrity 
in the planning and building of every temple. Thus it is said that “Brahma himself 
is the Sthapati.*” 

When the building is completed and consecrated, its efigy in the shape of a 
golden man, the Prāsāda-purusa, is installed in the Golden jar, above the Gar- 
bhagrha, above the Sukanasa. The effigy is invested with all the Forms and Prin- 
ciples of manifestation. While the Vastupurusa ‘‘Existence!’ lies at the base of 
the temple and is its support the Golden Purusa of the Prāsāda, its indwelling 
Essence, sum total of all the Forms and Principles (tattva) of manifestation and 
their reintegration lies in the superluminous darkness of the Golden jar on top of 
the temple below the point limit of the manifest. In supernal radiance, the golden 
Purusa of the Vedic Altar (“Taittiriya Samhita’, V. 2. 7. 1) appears raised from 
the golden disc—of the sun—within the bottom layer of the Agni to the finial above 
the superstructure of the Hindu temple. The ascension of the Golden Purusa 
cancels the descent of the Vastupurusa. 


20% Part IV, p. 126; notes 85 and 95. 

“o Cf. LP. III. ch. XXVII. 72-106; XII. 31 f. 

22 Tb, IV. XXXIV. 55-56. 

22 “Agnipurága”, LXI. 11; “Visnusamhita?, XIII. 61-69 ; ‘Silparatna’, XVI. 114. 

22 As such ““buddhyá nišcitya mandiram” (‘Silparatna’, XIX. 118), “having fixed in 
mind the temple (with all its parts) from base (janman) to finial, the Sthapati together with 
the Taksan should place the lowermost moulding (pādukā)”. I 

714 'Īānašivagurudevapaddhati', IV. ch. XXXIV. 4; ‘Mayamata’, XVIII. 159-161. 

SEP. IV. ch. XXXIV. 3. The Yajamäna is Vignu,—the sacrifice (8.8. I. 2. 5. 3:0); 
the Ācārya (Sthāpaka) is Rudra. ` 
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Within these two movements the Hindu temple has its being; its central pillar 
is erected from the heart of the Vāstupurusa in the Brahmasthāna, from the centre 
and heart of Existence on eartlı, and supports the Präsäda Purusa in the Golden jar 
in the splendour of the Empyrean. Its mantle carries, imaged in its varied textut 2 
in all directions all the forms and principles of manifestation towards the Highes 
Point above the body of the Temple. 
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The Plates (I—LXXX) illustrate the Hindu temple and its 
sculptures in some of its types mainly in central India and Rajputana. 


EXPLANATION OF PLATES 


FRONTISPIECE : AMARAKANTARA 


Amarakantaka in Baghelkhand (22° 41’ N; 81° 46’ E) is the abode of the 
chief of Sages (‘Epigraphia Indica’, vol. XIX. p. 295). From there the rivers 
Narmada, Son and Mahānadī are said to flow to the West, East and North. From 
‚the days of the ‘Matsya Purana’ to the present, this sacred site enveloped in its dust 
and the smoke of its fires, the pilgrims congregated there. 

The throng of the people and their leisure fills the space between the shrines 
in worship—or in ruins. There, under the trees, and near the water, their clothes 
have been washed and spread to dry; the various daily actions performed outside 
the temples are as much part of the life at the Tirtha as are the rites of ‘drying up’ 
(Sosana) the impurities of the subtle body and purifying the bodily elements 
(bhütasuddhi) of the Sädhaka who has entered the temple. 


PLATE I. KANDARIVA TEMPLE 


From S.E.; Devi Jagadamba Temple to the north of it, in the back-ground ; 
buff coloured sandstone; Khajuraho (24° 51’ N; 79° 86 E), Chatarpur State, 
Bundelkhand, central India. Tenth century. 

The Kandariya Temple is a temple of Siva, the Devi Jagadambä Temple was 
dedicated to Visnu.* Khajuraho, the ancient Kharjūravāhaka (‘Ep. Ind.’ I. p. 189; 
inscription of the year 1001-2 A.D.), the “date-tree bearing’’, was the capital of 
the Candella Rajputs. Only 20 out of its 85 temples have survived; they were 
built in the tenth and eleventh centuries. Some of the craftsmen inscribed their 
names (on stones of the Visvanätha Temple, ०. 1000 A.D.). These names however 
cannot be connected with any of the major figures of which on the Kandariya 
temple alone there are nearly nine hundred (ASR. II. p. 419) 

The Kandariya temple measures 102’ 3” in length, 66’ 10” in width and is 
101’ 9” high (B. L. Dhama, l.c., p. 9). 

The temple stands on a high platform; four small shrines in the corners (cf. 
plan of the Laksmana temple, built in 954 A.D.; p. 255) which made it 
a Pañicayatana temple, no longer exist. In plan, the main building, but for small 


* The Kandariya temple was consecrated to Siva ; Kandariya means ‘of the cave’. Some 
of the temples of Khajuraho are known under several names. The Devi Jagadamba temple, 
also called Kali temple, was dedicated to Visņu. The Laksmana temple, also called Rāma- 
candra or Caturbhuja was also consecrated to Visņu. The Citragupta temple, also called 
Bharatji temple, was dedicated to Súrya. The Visvanatha temple was dedicated to Siva 
Visvanātha, the Lord of the Universe. The Duladeo or ‘Holy Bridegroom’ temple was sacred 
to Siva. The Pāršvanātha temple was dedicated to Jina Vrsabhanātha (Ādinātha), the first 
Tirthankara. 
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discrepancies, is similar to the Laksmaņa Temple. Itisa Sändhära Prāsāda whose 
Pradaksina or ambulatory is extended in the Mahāmaņdapa ; two pillars demarcate 
the Antarala (cf. the Citragupta Temple, Pl. V, which also has two corresponding 
pillars flanking the entrance to the Garbhagrha) ; the central square (vedi) of the 
Mahamandapa is co-extensive with the square of the Kandabhitti (SS. LVII. 491), 
the walls of the Prāsāda,—the distance between the central square of the Mandapa 
moreover being equal in the Laksmana temple, to the side of the Prasada. Prasada 
and Mahämandapa are contracted as one walled-in building to which are attached 
the Mandapa and Ardha (half) Mandapa as half-open, pillared hall and porch. 
Prāsāda and Mahāmaņdapa open up with Bhadras and Catuskikas in the middle 
of each side resulting in the appearance of two ‘transepts’ or a double cross shaped 

lan. 
E In the vertical section (Fig. i, on 9. 212) the Kandariya Temple is seen to be 
a mountain of masonry from the base to finial ; it is hollow on the groundfloor with 
its pillared halls and porches leading to the Garbhagrha in which is the Liñga. 
The floor itself is not on one level but is somewhat raised to form the Vedi or dais 
in the centre of the Mahámandapa; it is raised to an even higher level in the 
Antarála where steps lead to the Garbhagrha. By the high level of its floor the 
Garbhagrha partakes in the vertical ascent of the Prāsāda. 

Pillars and pilasters support corbelled domes; even within the Garbhagrha 
the corbelled ceiling rests on pilasters ; the pillars of the Mahämandapa are extended 
beyond their capitals—the extension is called Ucchälaka—and are crowned by heavy 
bracket capitals, whereas half pillars are set on the seat (äsana), whose back projects 
slanting outward above the perpendicular part of the wall below it (which 15 also 
called Vedi; ‘Samaränganasütradhära’, LVII. 29; 126; Pls. I. LI. LXXVI). At 
the end of this hypostyle, the Garbhagrha with its walls, the main sanctuary within 
the temple, is set right below the neck (griva) of the Sikhara and the Liñga has its 
place below the Kalaša, the vase of the finial (Fig. i, p. 212). Between them the 
Sikhara rises, inaccessible to the devotee and to be seen from the outside only. 

The several halls, the great Mandapa, etc., and the half-Mandapa (Mahäman- 
dapa; Ardha-mandapa) each have their separate superstructure with its Amalaka 
finial; miniature Mandapas cluster on the superstructure of each Mandapa and are 
subordinated to it in the same way as are the Uromañjaris to the Múlamañjari of the 
Vimana. Similarly also the small trabeate domes of the Mahämandapa cluster 
around the large dome in the centre below the peak of its roof. “The pendant, 
projecting downward from the apex of the dome, is below the Kalaša on the summit. 
The superstructures are graded in height towards the Präsäda, that of the Mahā- 
mandapa ending below the top of the Šukanāsā. On its ridge, a Simha overlooks 
the cascades of Bhūmis and the stations of the many Kalašas showing their contents 
as an emerging bud-like shape (Fig. i, ७. 212), the Bījasvara (SS. LVII. 425), 
the ‘seed-sound’ or primeval sound. The pile of masonry above the ground floor, 
but for one small Gavāksa, has no external opening (P1. IV); internally, ties made 
of stone.slabs are laid horizontally at the height of the shoulder course (skandha) 
of the Uromafijaris from the ‘sheath’ of the walls towards the internal piers. The 
compartments so formed are left hollow (Fig. i.) according to considerations of 
weight and stability. The central ‘shaft’ of the Prāsāda is ideally present and 
reaches from the floor of the Garbhagrha, beyond its ceiling, also beyond the 
Skandha and across the Amalaka ; it is capped by a flat, inverted bowl shape above 
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the Amalaka and below the Kalasa, which is known under the names Padmasirsa 
(lotus-head) ; Karpara or Karpari (pan, skull); Candrikä (cardamon ? a moonshaped 
circle) and Dandikä (necklace) (S.S. LVII. 85; 170; 324, etc.). The first two 
names illustrate the ‘piercing of the skull’ of the Präsäda by the bolt of the finial. 

The mountain range of the Kandariya, and of the other temples similarly, 
built, has its peaks arrayed above the longitudinal axis of the building; the deep 
indentations between them allow space,—it had found its entry into the ground- 
floor in the wide open balconies—a further participation in the total effect of the 
monument. It makes the mass appear weightless within a silhouette which shows 
ascent and descent and renewed ascent from a higher level, leading each time to a 
summit of its own. The outline of the whole temple has a movement different from 
that of the several structures which it comprises; rising and falling and rising 
always higher like the breathing of a runner as the goal lies near. The Sukanisa 
is the last halting point (Pls. I, XLVIII, XLIX); its articulation is similar to that 
of the superstructures of the Mandapa and different from the Sikhara of the Präsäda 
of which architecturally it forms part. So close do the Mandapas come to the 
Präsäda but here they stop; and none may exceed the height of the Sukanäsä. 
From there the Múlamañjari, in an elastic curve carries its Uromaäjaris and 
Srigas towards its high finial. 

In deep indentations space lies between the ‘towers’ of the temple (Pl. I); in 
dark openings below projecting rooflets (chadya) it stretches along its length, within 
its body, a band of measured compartments which contradicts the volume of piers 
and Srngas and bisects the building; below is the pile of masonry raised on its 
terrace (Jagatipitha; 8.8. LVI. 124, gives its height as half of the width of the 
Prāsāda). 

The progressively arduous and repeated ascent and descent towards the 
pinnacle of the Sikhara limned against the sky in the lateral view, 
is not visible in the front view where the several Mandapa roofs seem 
to coincide in one comprehensive outline and the effect is similar to the steep 
and direct ascent of the back view. These main views however are but a few out 
of the indefinite number of positions which are taken during circumambulation. 
The building is to be viewed from all its corners ; each buttress, each facet, presents 
its three sides, the volume which they enclose and in addition, the volumes which 
project from thein as sculptures and mouldings. The intersections of the horizontal 
and vertical volumes of the lower part in their continuity are summed up and 
gathered in the ‘staccato’ forms of pediments and the storeyed shapes of the super- 
structures of the Mandapas and these have their response and integration in the 
large ‘legato’ of the curve of the Sikhara. 

This monumental, sculptured architecture is not to be understood functionally, 
nor in human terms, by empathy or a feeling into its form. An intricate instrument 
of precision and enduring stability of concatenated themes and rhythms, it leads 
to final unity. 


PLATE II. THE LION AND MAN 


In the porch of the Mahadeo Temple, a small shrine between the Kandariya 
and the Devi Jagadamba Temple. The three buildings are raised on the same 
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terrace. The superstructure of the temple of Devī Jagadambā is seen in the back- 
ground. The image is carved in the round (ghaņarūpa) ; its height is 4' 8”, the 
length 5’ and its width is 1’ 6”. Khajuraho, tenth century. 

The Lion is a Devourer (grasa); it is shown here with the whole face (aksata- 
mukha; S.S. LVII. 643), including the lower jaw, which however 1s broken off. 
Similar images may be discerned in a corner of the terrace and on the ridge of 
the Sukanāsā (Pl. I). The Chinthe, at the entrance to every Pagoda, is the 
Burmese eguivalent of the Lion. It wards off all that is evil. bene 

The group of the Lion and man, a three-dimensional composition ın curves, 
is to be seen laterally; a triangular shape domed by the sweep of the Lion’s head 
and shoulders, springs from a base charged with resilient power ; there one globular 
shape is balanced on a higher level, the other touches the base ; these two weights, 
the haunches of the animal, and the man are also turning points of movement. 
The group is rich in such pivotal points, in knees, hips, shoulders, elbows and 
necks. Between those centres of rotation a see-saw balance of poise and active 
energy is produced by volumes sharply outlined within parallel curves. The 
economy of the flowing lines of scarf and ornaments on the figure of man, the 
different patterns of hair, mane and whiskers, closely follow and intensify the 
modelled shape of which they form part. The beading on the animal’s legs and 
round its neck is cognate in its effect with the cogged rim of the Amalaka of the 
temple in the background ; it is subor‘ nated to the several large single globes in 
the group, those of the head, eyes and nose of the lion, and face, head, chignon of 
the man—the club which he brandishes and also his small shield (they are seen 
only on the left side of the group). By the response of their physiognomies and 
heroic bodies, the animal and the man are confronted in similar arcs of breathing 
chests; while the frame of man yields it by an extreme effort in which is power, 
defiance and submissiveness, agony, in its literal sense,—it holds the outlines of 
his back in its grip,—the curve of the animal’s front has quiet power and the deep 
saddle of its back curve, dignity. The Lion but raises its paw while man throws 
forth his whole weight in the fight by which he wins the monster’s protection. 
Thus the two creatures form part of one group; it has its springiness in their 
lower limbs which form the balance of its wide base; the actual contest is wrought 
at the peak of the inner triangle of the group by the meeting of paw and arm; these 
limbs and the legs have the effect of elastic links in a triangular chain fixed in space. 

The height of the outer and inner triangle coincide in one vertical through 
the joint of the lion’s jaws, his paw and the man’s knee; the quantitative prepon- 
derance of the left part of the group and its repose has its counter-weight in the 
energy embodied in the figure of man. 

In this group are summed up qualities by which mediaeval Indian sculpture 
is conspicuous. It is neither baroque nor is it romantic; it has nothing to do with 
idealism but builds with symbol-elements of form the concrete reality (mūrti) of 
the work of art. The several phases and provinces of Indian art apply themselves, 
each in its particular livingness, to themes clearly seen and established. 

Residues of nomadic formulations, carried through central Asia, are stored 
in the repertory of mediaeval Indian motives. The tufts of curls on shoulders, 
haunches (the latter are defaced in Pl. IJ) and in the face, belong to it. 

The pose of the Simha with its paw raised can be seen on a signet of the 
third century B.C. from Amaravati (ASIAR, 1905-6, Pl. XLIX. Fig. 19). 
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PLATE III. DEVI JAGADAMBA TEMPLE 
South wall of the Vimana* ; Khajuraho. 


The Nirandhara Präsäda was originally dedicated tow Visnu. It was a 
Paficayatana temple. The socle more closely resembles that of Pl. I than the one 
shown in profile on p. 259. The same mouldings, but different in their sequence 
and proportion, are seen here projecting from the Mānasūtra; the socle grips the 
ground and makes the walls of the temple appear rooted in it and the several edges 
of the perpendicular wall appear to rise with a concave flexion. Its impetus is 
steadied by the entablature mouldings (‘mekhala’ and “antarapatra', combined with 
‘chädya’) in a thrice repeated band whence the Sikhara curves upward and is 
gathered in the Amalaka (not shown in Pl. III). 

The projection of the plinth (pitha) from the Mänasütra, is an aliquot part 
of the height of the plinth, (14, %, or 14) in principle; and projection and height 
of each moulding should also be proportionately related. 

The mouldings of the socle, the Pitha, in the temples of Khajuraho, are 
relatively more restrained than those of the lowermost part of the wall, the Vedika, 
where the widely projecting Torus shape of the Kumuda effects a transition from 
architectural to sculptural form. It accompanies every buttress (ratha) and 
extends into every recess (salilāntara) with multiple repetitions of its profile, 
broken thus into a series of square pillow shapes with lateral extensions, like 
petals. This moulding with its neck, placed as it is above the combined Kumbha 
and Pattikā below, has, on each buttress, the appearance of a small Stūpa-like 
monument; its front face moreover is carved in the likeness of a small shrine 
(kata); its sheltering depth, on the major buttresses, is occupied by an image 
(Visnu on Garuda, on the centval Bhadra) while a lotus rosette takes its place on 
the Rathas. These miniature shrines in relief have an elaborately carved pediment 
(simhakarna) composed of Gavaksas. The pediment exceeds the height of the 
Kumbha and, oversecting the recess, links the lower mouldings of which it is itself 
the highest surface, with the forms above the necking; it helps to knit the 
horizontal mouldings into a pattern of vertical offsets. 

Each of the belts of the wall consists of its Jangha or wall surface proper and an 
architrave of which Mekhalā (or Mala, Varandika or Kapota) is the moulding and 
Antarapatra the necking ; in lieu of the moulding, a rooflet (chādyaka) shades the 
niches of the Bhadra; its appears supported on pillars (stambha), a veritable shrine 
for the major images. 

Above the Mekhalā is an Ardhaprastara or half-entablature made of the 
consoles on which the images have their stand. These entablatures form the hori- 
zontal clasps of the Bhadras, Rathas and Pratirathas, which are the several 
buttresses and their offsets in front and also on either side. The vertical panels 
and facets in every plane, the innermost being that of the broad recess (antara) 
are beset with images, each on its ancone, and shaded by a cornice or rooflet and 


* Photograph by Johnston and Hoffmann, Calcutta. Cf. K. de B. Codrington, ‘Ancient 
India’, Pl. LX XII B. 
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thus within the wall space. With every movement of the eye of the beholder a new 
perspective shows the images from a different angle; to avoid being bewildered, he 
has to concentrate on each of them, facing it, and then give his attention to the 
next, in the same way ; their sum making up the iconostasis of the temple walls in 
all the directions. The single images, each on its panel, do not coalesce in groups; 
each panel, be it even without lateral pillars, is an abbreviated shrine of a particular 
divinity. The images approximate sculptures in the round (Pls. XV, XX, etc.), 
and remain attached to the wall where they lean against it. Sometimes a strut 
like extension of their contour or shape (Pl. XXXIII) helps towards an increased 


height of their relief. 


The triple belt of images as shown in this Plate has its major sculptures in 
the two central rows of the wall; their position, in the direction of the compass, 
determines their iconography. Different aspects of Visnu figure in the centre of 
the main Bhadras in the South, West and East. In the South (Pl. III) are seen 
Visnu on Garuda in the Vedika, the lowest part of the wall proper, Visnu and 
Lal ks mi in the first belt, and above it the Varaha-avatar in the second. The third 
belt has Devatās in their chariot (cf. its Asanapattaka, etc. with that of the open, 
pillared, balconies of the Mandapa in the extreme right of the Plate), in the 
Bhadras. The host of gods, in scenes of their sports (krīdā-arambha; S.S. L VII. 
644 1) is established in this narrow and high belt; the Astadikpālas and the other 
definitely identifiable gods occupy the highest offset on the respective Ratha and, 
as a rule, throughout the several zones; the innermost recess has invariably a 
Sārdūla for its subject; it is a Krtrimagrasa (S.S. LVII. 777), a ‘devourer made 
by art’, its face is that of a horned lion or horned woman and often has the beak 
of a parrot, the proboscis of an elephant, a hog’s snout or a ram’s muzzle. Above 
the belts of images, a triple entablature is carried across the top of the wall, over- 
sected by Simhakarnas of the two Bhadras (the one a Karnabhadra) ; their apex 
touches the level whence springs the Sikhara. 


The identity of each buttress in the vertical direction is shown as much in 
its divided yet unbroken continuity as in the iconography of its sculptures. It is 
further stressed by the small Srnga or turret which caps each buttress and by 
the particular configuration at the base, which here has been compared to a Stipa, 
within the Vedika. 

To the row of small Srigas (tilaka) based on the entablature (uttara, the 
architrave) are added, towards the middle on each face of the Prāsāda, Uromafijaris 
and also Nastasrngas filling the corners (S.S. LVII. 745). Amalasära and small 
Āmalasārī crown each of the Sikharas but the finials have disappeared. 


The transition from the Prasada to the Mandapa—the place of the Antarala 
and Sukanāsā—is marked in this Plate by the Karnabhadra on the right and the 
carved panels above it (cf. Pl. XLIX). 

The Mandapa sends its Pitha with a forceful projection against the Vimāna 
anticipating further salients which terminate with the ends of the ‘transept’ in the 
balconies of the Mandapa. a 


The walls of the Mandapa are an exact continuation of those of the Prāsāda. 
But the coronation by a Sikhara of its own is not there on any buttress. Pyramidal 
miniature superstructures in tiers take their place, though with a looser discipline. 
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PLATE IV. SIKHARA OF THE KANDARIVA TEMPLE 
From the South West; cf. Pl. I. 


The rhythmical compactness of the Sikhara and the dwindling of sculptured 
form into the texture of the monumental shape are brought about by the order of 
Uromafijaris, four in each of the main directions, the lower clinging to the ‘chest’ 
(uras) of the higher. They are flanked by Karnamafijaris in parallel horizontal 
rows, three Karnasrngas on the two lower and one in the third row, fill the corners 
from the Uromafijaris in the East to those in the South. Intervening between 
Uromañjaris and Karnasrngas,are Nastasrigas (Khandarekha) or ‘hidden’ small 
Sikharas, whose edge (kona) and Amalaka are to be seen whereas the curvature 
of their sides is hidden and oversected by the adjacent Karnaórigas. Four such 
Nastasrügas belong to each of the two lower rows i: cach sub-quarter of the 
Sikhara. The one and only KarnaSriiga, of considerably smaller size, of the third 
row sits on the corner (kona) of the Mülamaäjari. It is flanked and exceeded by 
Nastašrūgas of considerable height. They terminate at the level of the second 
but last Uromaūjarī and strengthen the theme of the Karnas or edges of 
Uromañijaris and Milamafijari alike, with their horizontal divisions of Bhūmis. 

All the Srügas are crowned by two Amalakas (two ‘andakas’; ‘andaka’- 
‘amalaka’; S.S. LVII. 358) and a Kalasa (some having disappeared); those of the 
bottom row are placed at the height of the apex of the Simhakarna above the 
Bhadra; those in the higher rows attain each to their own level and form horizontal 
clasps on the body of the Sikhara, in response to the stronger and unbroken bands 
of the Mekhaläs on the walls of the Präsäda. Each Šrnga is a replica of the 
Múilamañjari, the principal Sikhara, which emerges from the cluster of its 
acolytes at the height of the third Karnasriga; there its corner is seen to spring 
upward, strong with many Bhūmis, whereas its full shape rises gradually above 
the Amalaka of the highest Uromañjari. 

The Milamafijari (the ‘root’ or central, main Sikhara) is a Latarekha of the 
Saptaratha variety ; its curve is steeper than that drawn by ‘sadguna sūtra’; each 
of its four sides has seven facets (‘paga’ in Orissan terminology) including the 
corner pertion (konaka-paga) which itself has one more minor central offset; the 
subordinate Srngas, alike in their ‘structure’, however have but five buttresses on 
each side (paūcaratha). 

The Karnasrngas spring each from a square base which has a broad central 
projection on each side; this, together with its accompanying mouldings and a 
broader necking in their midst, takes up the theme of the architrave (uttara) 
of the Vimāna. These sharply cut horizontal bands are further accentuated by 
similar casket-shapes (kūta) at the springing of every second Uromaiijarī and in 
the lowest corner of the Múlamañjari. A similar underlining gives to every 
Bhūmi a firm and clear start above the cogged ring shape of the Amalaka crowning 
the lower stratum. The contiguity of round Amalakas and the bases with their 
straight lines, affords a rich interplay of shadow effects, a mellow deepening of 
the horizontal clasps and the integration of these several shapes into the body of 
the one great Sikhara, the superstructure of the Prāsāda. 

The last consequences of the horizontal division of the Sikhara are drawn 
in the shape of parallel bands and neckings on the edges of all the Mañjaris (cf. also 
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Pis. XLVI, XLV, XLVIII). These fillets and their interspaces, visible as parallel 
light and dark streaks, are the final abbreviations of miniature storeys or tiers of 
whose sum total the bulk of each Sikhara is made up. But, however manifold and 
intricate these horizontal themes are, on the total Sikhara (Pl. I) their effect is 
slight; the horizontal theme which remains in power is that of the corrugated 
Āmalakas punctuated by their globular Kalašas and pointed Bijasvaras. 

On the main surfaces of the offsets (ratha) of the $rngas, the tiers are over- 
spun by the carved Gavaksas, a tight fitting sheath, as if of lace, with the round 
eyelets of the windows and the scrolls of tracery surrounding them in several 


patterns (jala; cf. also Pls. XLVI, LXXI). 


In the totality of the Sikhara (Pl. I) these details are discerned as part only of 
the texture of the monument so that its surface vibrates at every moment of the 
day and the clear Indian nights with an ever responsive play of light and shade, 
a chiaroscuro of widest range, on its surface. The structure of the Sikhara how- 
ever, the logic of its form, is a concert of ascending curves directed in many units 
each to a point of its own; they are organized and drawn towards the ultimate and 
only point on the tip of the finial of the Múlamañjari. 


The nearer to the base the greater is the mass, the nearer to the final point, 
the less is the volume, and the greater is the cumulative energy gathered towards 
and united in it. i 


PLATE V. ANTARĀLA AND DOORWAY OF GARBHAGRHA 
Citragupta Temple, Khajuraho. 


Flanked by the pillars and pilasters of its antechamber (antarāla), the doc - 
way frames the image of Sūrya in the Garbhagrha. 


Although this doorway has none of the synthesis of parts, none of the rhythm 
which connects, unifies and elevates the spectacle of this iconostasis to the high 
level of realisation on which the image, the seat of divinity, is beheld (as for 
example the entrance into the sanctuary of the Laksmana Temple, Khajuraho) it 
is simple in its proportions and clearly parcelled out. The main parts of the 
surround of the door are: the high threshold ; the lower part of the jambs with the 
large images; the upper part of the antepagments with the compartments of small 
figures, the lintel and the overdoor. The opening of the door is equal in width to 
each of the jambs and this being equal to the height of the large figure groups at 
the bottom of the door, the height of the door is twice its width. In such pure 
proportions are also parcelled out the minor units of the compositions,—the three 
shrines of Sürya—on the lintel, and their inter-spaces, etc. The various planes 
with their carvings between the powerful ovolo moulding of the outer surround and 
the flat innermost frame of the door with their changing shades redeem the all too 
regular lay out. The contrast moreover, of the modelled shapes which prepon- 
derate, with a linear type of carving in which dark shadows are set in flat tracery’ 
(door frame ; lowermost fillet of base; pillars, etc.) adds richness but does not, in 
this particular instance, intensify the effectiveness of the display. 
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The large female figures in the middle of the Säkhäs are badly damaged but 
their extremely bent postures show them at one with the billowing of their own 
waves : nothing else particularises them as river goddesses; the scroll canopies 
full of Devatäs seated on lotus flowers are vestigial trees ; under their branches, the 
companions of the goddesses are carved against the different Säkhäs and the images 
of Nagas lean on the outer frame of the doorway. The Dvārapālas are assigned to 
the pilasters flanking the doorway (cf. also Laksmana Temple). 

Some of the panels of the base far exceed in quality the rest of the carvings ; 
the overdoor with its Gavaksa-simhakarna frieze shows the flamboyant use of a 
well worn pattern: In the quantity of the required carvings, the sculpturally gifted 
craftsman also had his say in some of the reliefs, although the majority of the small 
panels (the image of Sūrya is about 5’ high) were not touched by the divine spark. 
‘The dull opulence (cf. also Pl. III) of general views of carved expanses of the temple 
however is not there actually. The fierce light of the Indian sun or the semi- 
darkness of the interior sum up the intricacies, the all too meticulous details, and 
make of them the texture of the temple walls in which each carving has its proper 
place. The angle moreover from which it is seen changes with the movement of 
the devotee. Within the temple he proceeds towards the Garbhagrha; outside he 
walks around the temple; wherever he may halt or his eyes rest, it is done in the 
course of a viewing in motion, in which the carvings present themselves from in- 
numerable angles, until one of them is singled out and his whole attention dwells 
on its front view. 


PLATE VI. SÜRYA-BRAHMÄ-SIVA 


Image on the west side, central Bhadra, second row in the triple belt of images 
of the Siva temple, called Duladeo, Khajuraho, 10th century. Height below 2’. 

Eight armed image; some of the arms are broken. The second but lowest 
pair might have held emblems of Visnu so that this image of Sūrya, the Sun-god, 
would embrace Brahma, the presiding divinity of the Sun, Visnu, the presiding 
divinity of the Moon, and Siva who presides over the Fire (‘ISanasivagurudeva- 
paddhati’, III, Ch. XII. 27-29). Such an image is a support of a meditation on 
Sadasiva and has its place of special importance on a temple of Siva. 

Sūrya's ‘‘glowing’’ body is covered by a coat of mail; it has dwindled into a 
strip underneath the ornaments of his chest and extends to the belt. He is seated 
with his feet locked in Padmāsana, a long cloth covers them to the heels. This 
costume indicates that the consuming power of Sūrya's body is covered. In earlier 
images (from Mathura, etc.), the body of Sūrya is completely shrouded in a coat 
of mail, high boots and other accoutrements of the dress of Northerners who had 
brought this particular cult to India. 

In his two hands Sūrya holds full blown lotus flowers, symbols of mani- 
festation, on the triple stalk of time; this aspect is also upheld by the Siva-hand 
on the right holding a Trišūla, the trident—where past, present and future meet 
in one point, while serpents in the left Siva-hand are amongst the ornaments of 
Siva; here they strengthen, in the opposition of their nature to that of the Sun, 
the total symbolism (cf. sun-bird and serpent) of the image. The Brahma hands 
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hold the rosary (aksamālā), the cycle of time and its resorption, and the 


Kamandalu. I 

But for the trident no other weapons are seen now in the hands of the image. 
The Visnu hands might have held the disc and the club. The weapons held in 
the hands of the images of the gods represent portions of the unbearable power of 
the Sun which Vigvakarman had sliced away from it. Visvakarman made the disc 
of Visnu, the trident for Siva and other weapons for these and the other gods out 
of the particles of Power that he took away from the Sun (cf. ‘Matsya Purana’, 
XI. 27-30). | | 

This power lies radiant in the fiercely calm face; it gives its forward sweeping 
curve to the chest and to the lotus-stalk whose flower discs are set on either side 
of the full visage. The triple furrowed pillar of the neck is part of the erect 
posture of the image. It is overlaid and surrounded by heavy ornaments, arms 
and the weapons. The balance of form in the horizontal which passes through 
the lotus discs and the face and correlates their shapes amidst themselves and with 
the vertical of the body, has all the concentration of the mind and heart of the 
artist; the rest shows the skill of his hand applied on the framework of established 
tradition. 


The small mutilated image of Aruna, in the centre of the drapery, near the 
edge of the pedestal, lies in the vertical axis by which the Kirttimukha in the 
crown of Sūrya is linked to the three horses carved on the pedestal, the seat of the 
chariot of the Sun-god. 


PLATES VII—VIII. AGNI 


Fire, the Guardian (dik-pala) of the South-Eastern direction; on a Pratiratha 
(cf. ‘Aparajitaprabha’, V. 12) in the South-East of the wall of the Kandariya 
Temple, Khajuraho. The height of this and other images of the Kandariya temple 
is ९. 2 97. 

Front and profile of the face of the image of Agni; it is carved standing, with 
a gently swaying ‘bhanga’ of the body and holding a book and a Kamandalu in 
his two left hands; the lower right hand shows the boon-giving Mudrä, the upper 
right hand is broken. 


The high crown of matted locks is not shown in the photograph, where only 
the root of the hair and horn-like locks are seen shading in a wide arch a low 
forehead, the rest of the face being encircled by the curls and terminated by the 
point of the beard, a tongue of fire. It rests on the chest against a pattern of 
jewellery similar to that of the Sürya image though more simple and harmonising 
with the locks, the hair and the stern kindness of the face. The curly outline of 
the beard separates the face from the body and gives it the impressiveness of a 
mask smoothly modelled in flat curves in whose sweep the eyes without sockets, 
the wide brows have the strongest vibration. It spreads over the entire face which 
is unruffled, but changeable in expression; benevolent and irascible (Pl. VII), 
withdrawn and mysterious (Pl. VIII). 
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PLATE IX. PART OF WALL OF LAKSMANA TEMPLE 


Khajuraho (954 A.D.); the back of a seat (asana) such as surround the 
balconies (Bhadra; $414) and run along the Ardhamandapa. (Fig. on p. 255.) 

From the seat (āsana patta) in the interior rises its back projecting outward 
with an obtuse angle (kaksāsana; approximate height: 2’ 4”). It is part of the 
Candravalokana, the upper and open portion of the balcony (see Pl. LI) somewhat 
corresponding to a bay-window. ‘The Vedi is here the vertical portion of the wall, 
below the lotus petal edge; it corresponds in its position to the ‘jangha’ of the wall 
(see Pl. I), i.e., to its lowermost zone. 

The Vedi consists here of carved posts; they rise from a slightly recessed 
necking (rajasena), itself divided by uprights into panels filled with deep shadows, 
figures and rosettes. The pillars of the Vedi are set in couples of which one is 
replete with a creamy scroll which has come forth from the mouth of a Kirttimukha 
placed in profile or three quarter profile in one of the lower corners of the carved 
panel. The other pillar has its surface divided into several sections of which the 
‘overbrimming vase’ and foliage is uppermost; below is an ‘Amalaka ring’; then 
follow a Kirttimukha, a scroll device inscribed in a circle and surrounded by. 
scrolls, and, at the bottom, a scroll-creeper panel. These symbols of Indian and 
Nomadic extraction are carved, mature in every detail, in a florid relief. It would 
appear overcharged were it not so strongly permeated by linear rhythms accom- 
panied by deep shadows. The reduction of the profuse modelling to a linear design 
is seen from some distance when the ‘pillars’ of the Vedi appear as part of the entire 
temple where they produce a white and black pattern which is furthermore 
strengthened by the vertical fissures between the coupled pillars and the short 
interstice between the capital shape and the straight edge of the adjacent pillar. 


On many of these pillar-shapes, and elsewhere too (the lotus-cyma, and P1. X), 
the linear pattern is worked out in its colour contrast of light and dark and the 
relief is left in this unfinished stage, as if on purpose. 


The coping of the Vedi projects boldly over each capital shape; it recedes 
with a Gavāksa-pediment, flanked by air-spirits, above each of the large Kirtti- 
mukha-scroll-creeper-panels. Its wider projections are carved as miniature triple 
roofs, each (tri-chādya) crowned by an Āmalaka. The hard horizontal shadow 
thrown by the coping is intensified by a broader and more mellow band of shadows 
vee cling to the rugged triple-rooflet shapes and to the lotus petal cyma above 
them. 


The Āsana-patta with its slanting back in rail form belongs to a stone-bench 
(cf. Pl. LXXVI) on which the pilgrims may rest in the ambulatory and the hall of the 
temple. The slanting back is made of round uprights—of bamboo prototype—by 
twos, and alternating with broad carved posts similar in kind to those of the Vedi 
and rich in pattern. [A similar Vedi, having a bench with its back sloping out- 
wards, forms the parapet of the high terrace of the Laksmana Temple; it connects 
the four small shrines in the corners (Fig. on p. 258). ] 


The whole architecture of the Vedi and Asana is translated into stone from 
a wood and bamboo construction of carved posts and beams and slender bamboo 
upright, airily joined. “he thickness of the posts belongs to their versions in 
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stone; the high seat of the bench is supported by heavy pillars (P1. LI), their 
shapes, fully carved, emerge from it and on ıt rest monumental superstructures. 


Images and architectural units are juxtaposed ; geometrical shapes and fully 
modelled figures are contiguous. 

The walls of the temple are effective in several respects according to the 
distance from where they are seen. From afar, their intricacy is absorbed by the 
light into the texture of the temple walls. The sculptural work is integrated in 
the monumental building. Seen closely, and with the attention focussed on any 
of its parts, that particular unit is all engrossing In its significance as symbol and 
visual form. Between these extreme views is the one in which the reference is 
seen of one unit to the next, their combination, contrast and balance in the wisdom 
of their plan. 


PLATE X. OUTERMOST SURROUND OF DOORWAY 


Part view; on the right of the Garbhagrha, and adjacent wall; Duladeo 
Temple, Khajuraho. _ 

The Šārdūla panel on the left is sunk into the antepagment (simhašākhā) in the 
corner between the doorway and the wall of the Antarāla, at a right angle to it. 
The fillet of rosettes is the side of the antepagment, and borders on the wall whose 
scroll panel is seen in a strong artificial light. Next to it, a pilaster projects; it 
is set off against a lateral facet. 


The compositional theme of the three main panels is the wave. It rises and 
falls and carries its movement to the top of every scroll, lays it down at the crest 
of the main wave and having completed its eddying and interlacing in varied 
configurations, it returns its impact to its main carrier. This is shown as a 
creeper’s stalk pervading the whole panel and from it stem other branches which 
have one wave length only. They are cut flat and sharp, perpendicularly, in the 
stone in a pattern of light and darkness, intricate yet clear; the carving is left 
unfinished where further elaboration was not essential, to the effect, at the side 
of the entrance to the Garbhagrha. In the surround of the door however they 
are clad in the shape of the Šārdūla with its rider and counterplayer who holds 
the creature’s tail in one hand and threatens it with the weapon held in the other; 
the protagonists are almost equal in size. But, when the warrior brandishes the 
same weapon while he has mounted the animal, he has lost his stature and the 
animal’s head is turned back, leering open mouthed towards its diminutive 
rider. These bodies are formed of a concatenation of waves; crossing at many points 
of their courses they ascend from the bottom (not shown in the reproduction) to 
the top of the panel and enmesh the playful fury of the recurrent combat. Three 
wave movements are thus interlaced; viewed from the top of the panel, the one 
glides from the chest-curve of the Lion to its buttocks, sweeps with its crest over 
the wartior and descends to the next lion’s chest, rising towards its buttocks whence 
the: play goes on as before. The second wave passes from the profile of the lion’s 
head to the root of its tail and rising, passes from the warrior's chest to his leg 
thrown forward, then again engulfs the next lion and sinks from the root of its 
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tail to the warrior’s cast, supports his contracted body and once again mounts 
along the lion’s face, €., below. The third wave passes along the topmost lion’s 
rounded chest and thelaws of his feet, thence across the warrior’s chest thrust 
forward, thence to hisuttocks and left leg thrown back, and then down to chest 
and claws of the secor. swastika-poised mannekin, and thus onward. The waves 
intersect on chest anduttocks of the Lion and on the warrior’s chest; within the 
waves the small riders engulfed securely on the back of the Sardila. 


The shapes of ma and the Lion are modelled like skins which tightly fit an 
afflatus of divine engy. In Pl. X, mediaeval Indian sculpture is quick with 
life clear in its form 

The masters of ıe Duladeo Temple (Pls. XXIV-XXVIII) worked on a high 
level of inspiration. The word Vasala (Vāsara?) inscribed in different places on 
the Duladeo Templenight be the name of a leading sculptor. 


PLATE XI. SURASUNDARI 


Image on the Suth West wall, 2nd belt of the Kandariya temple (height 2' 9"), 
Khajuraho. 

The image is tat of a very young Celestial Beauty, a serving maid to the high 
purpose of the greter gods. Heavy featured, heavy limbed, coltishly stubborn, 
she holds a gourd-naped vessel close to her body. A small figure of a man or a 
Gana squats at he feet and sips what little drink has inadvertently flown out to 
him from the fullvessel of her overwhelming bounty 


The figure tuns towards the wall of the temple in three quarter back view, 
and its face is nown in profile. It forms a volume placed diagonally in 
space against the gound of the relief. Her elephantine shoulder is pushed forward 
in her slow and tnconcerned movement; it is summed up by the—extremely 
consciously—appctioned flux of the scarf across shoulder and back. The arm is 
drawn back towars it so as to allow its full effect to the globe of the breast and the 
milder curve of tl: hip. The angular, half awkward, half capricious drawing back 
of the arm, its ejow touching the scarf, leads to the key-point of the disposition 
of the volume ofthe figure within the prism of the stone on whose socle surface 
her feet are firny planted. 

In this keypoint, the main directions intersect of the three-dimensional 
composition of tls carving. The one diagonal in space is laid from the hand to 
the chignon, ancthe second diagonal connects the right shoulder with the tip of 
the scarf and wich is fitted into the outline of the figure, on the left. The 
rectangle formedby these two diagonals has for its one side the edge of the buttress 
on the right, ail for the other, a parallel drawn from the end of the chignon to 
the left heel. ‘his rectangular prism is but half of the whole; the lower part 
from the end of'he scarf down to the heels is similarly traversed by two diagonals 
in space, at he one, the direction of the small person on the right, with the end 
of the scarf of Ae goddess, and the other, her left heel with the hand holding the 
vessel. In thifway the two congruous space prisms are similarly filled by the 
disposition of $e round volumes of the image. The compositional movement in 
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space leads from the shoulder in the foreground on the rig; to the left buttock in 
the background, and thence, in the lower half, to the forıround in front of the 
arm and leg of the small person. The highest surfaces ‘ the volumes, on the 
right, are anchored in the depth at the opposite side, in tl middle of the height 
of this image, at the end of the scarf. 


The second compositional movement in space connectsthe hand in the fore- 
ground, placed at the same height as the end of the scarf; with the end of the 
chignon on top; and with the left heel of the goddess; either * these are near to the 
middle ground of the relief. The compositional directions lin the salient points in 
space of the image, across the depth of the carving, and conect its various levels 
amongst each other. This organisation in space is caugh in a lozenge-net of 
diagonal lines which have their two main corners in the midļe line of the image 
drawn at the end of the scarf, and across the hand and a loopof the hip-ornament, 
on the right, the one at the left tip of the scarf the other inthe hand. The two 
other corners of the central compositional lozenge coincide,the upper with the 
meeting point of elbow and scarf and the lower with the poin where the other end 
of the scarf emerges just below the knee. The meeting of elbcy and scarf and also 
the place of the knee are the critical compositional points. They play more- 
over their réle in the physiognomy of the form of the image, vith its acuteness of 
the sharp bend in the elbow of the elephantine arm, and, smilar in its over- 
emphasis, the stretched straightness of the legs which makes them appear joint- 
less, more poles than legs were it not for the swelling curves ofthe thi ghs. 


The overstrained movement which makes joints bend at wforeseen angles or 
stretched out of existence, in this particular carving, is mild (see however Pls. 
XIII, XV, etc.); its curves are smooth ; loops and clasps formed by various 
parts of the costume, in close adherence to the modelled body, mediate between 
the linear rhythms and the richer depth movements. Their interplay is steadied 
by oval and globular shapes such as the vessel, the face and the various fruit like 
shapes of the chignon, etc., which accompany head and back. All these rounded 
weights are strung along either side of the swaying and turning body. In its long, 
smooth legs is straightened out the exuberance of the upper part of the figure. To 
them the small person at the bottom is the final correspondence. 


PLATE XII. SURASUNDARĪ 


Part view. Kandariya Temple, SE wall (second row); Khajuraho. 


is ॥ i do awas a= IE buttress on which it leans but the inward look, 
curves of eye and brow, the chignon at the back 
necklace lead backwards, to the wall oE thate we of the head, even the long 


_ The left hand is raised with Trisüla-hasta, the right holds a | ०७1. Its curve 
j i up, aggrandised, and leads along the arm of the image šā the wall of the 
| st Rē > E = of this arm the goddess proffers her body anil gesture. The 
E a i ķā arking back, of the goddess are accompanied b the sculptural 

isposition of the carving. Watchful of her secrecy, effortless tad noble, this 
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crowned goddess carries the bowl and gesture and also her own shape, in obedience 
to her task. As simple as is the shape of the bowl, are her ornaments. Closely 
adhering to the body they define its shape and show in their own, more linear way, 
its amplitude. Laid on the forehead, like an ornament, is the arch of the brow. 
It holds in its curves the expanse of the face, shown in front view and in profile at 
the same time. 


On another buttress wall, in the background, the image of another goddess is 
seen, its echo, it would seem were it not that it carries out a different function of its 
own and is, as an image, complete in itself, and, like its neighbour, part of the 
wall of the temple. 


PLATE XIII. SURASUNDARI 


Kandariya Temple, South East, first belt. Khajuraho. 


The walls at the back and behind the image act as screens which throw into 
full relief the sophisticated fragility of this high strung and enticing goddess. 


Wreathed around the axis of this sculpture, the lower part of the body in three 
quarter back view is turned at the hips so that the bust is seen in almost three 
quarter profile, the arm is thrown back for this purpose; the lowered head, almiost 
completely in profile view is laid across the slightly tilted vertical of the figure; 
the face opens up towards the right from the chalice shaped chignon. This crescendo 
in volume of the head in one direction, while the face is lowered and seems to with- 
draw into itself in the opposite direction, is repeated in the next lower section of 
the ‘statue’ where the arm is pushed back in an acute angle where the breasts are 
seen and the hand clings to their round contour. The shoulder joint is here in the 
centre of the co-ordinates of the composition (cf. the réle of the elbow, in 71. XI), 
one passes through the elbow and the shoulder joint, the other from the contact of 
hand and breast, to the top of the chignon ; through the centre of these co-ordinates 
moreover passes the main vertical of the image. It is tilted forward, follows 
the inner outline of the right leg and passes through the outer corner of the eye. 
There also passes the horizontal axis of the head, at a right angle to the main 
vertical; it has its parallel in a line drawn from the elbow to the hip girdle, at a 
point below which festoons are attached to it. Parallels to the main vertical 
connect the right elbow and the back of the chignon, and the raised left elbow 
with the outline of the right hip where the girdle rests. ‘Thus the volumes around 
the sculptural axis are co-ordinated in the surface of the image, especially the 
cones or jutting angles of the arms. ‘These moreover are diagonally connected 
in space and are balanced by the co-ordinate along which the body 
turns round in the hip, from buttock to waist. These co-ordinates are laid 
diagonally across the figure and have their centre at the tip of the armlet. The 
movement of the figure and the placing of its volumes around its sculptural axis, 
are balanced according to a geometrical plan in the surface; the linear rhythm of 
the composition and the three dimensional spiralic disposition of its volumes around 
their axis are integrated in this ‘statue of the temple wall’. 
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i he hi ges i trained by chains of 
al ich legs, the hip surges into roundness, rest y 
pes a solid bubble of carved stone, is the basic shape of 


atte olobular and the large,angular volumes which are tossed around the 
> 


is i 1 f this eery temptress, uncrowned, 
body-axis in the upper part of the image of | ur a 
embiguons: and ranas the possibilities of mediaeval sculpture to a critical point. 


PLATE XIV. SURASUNDARĪ, HOLDING 4 MIRROR 


Vigvanatha Temple (c. 1000 A.D.), South wall (2nd belt). Khajuraho. 


Steeped in the consciousness of her young, full and perishable body and 
swaying with the onrush of its sap, the celestial damsel looks deep into the mirror 
and her head droops towards its reflection on the curved surface held up and resting 
on her shoulder, part of her own sculptural ae Recognition makes self- 
contained the group of the goddess and the mirror. | he wave of her triply bent 
shape, rises, falls and rests on her stance. All conflicts appear resolved, all con- 
tingencies known. With a heavy heart and the smile of youth tribute is rendered 
to life which takes its course through her body. FR 

At home, if somewhat tired, in its harmonious shape, this image leaves no room 
for the pained charm of conflicting elements of form (as Pl. XIII, etc.). Here 
Indian ‘naturalism’ has made an image of Sakti as ‘natura naturans’ knowing her 
work and accepting her shape as its result. 


PLATE XV. SURASUNDARI, PAINTING THE SOLE OF HER FOOT WITH RED LAC 


Kandariya Temple, West wall (2nd. belt). Khajuraho. 


The image of this crowned goddess represents an extremely complex type of 
mediaeval sculpture ; its emotional finesse is on the point of outgrowing sculptural 
form. Writhing around its axis the image soars on her left leg pillar. ‘Tite other 
is folded up within an acute angle; it is supported by an attendant,—carrying a 
bag on his back—of rich plastic vitality ; his flexed, bouncing figure lends weight 
to the group, makes it rest on the sprightly support; it is a counter-player to the 
leg-pillar, while it also accompanies the upward diagonal of the raised leg whose 
painted foot is stretched with a ballet-dancer’s discipline. To this, most powerful 
accent in the group, the upper part of the body responds by a measured conduct of 
its limbs, first backwards in space towards the wall, then upward, leaning against 
it and sending forth ball or egg shapes and other smaller volumes each clearly set 
off from the other. 

Power and grace of a heroic vision have shaped the lower half of the image. 
Its angles are sustained by curved shapes of the keenest tension. Were they blown 
in glass, they might easily be shattered by their own contact. But not all the 
images of this temple are carved with so high a tension of rarified form. ‘The figure 


on the adjacent surface of the buttress, on the right, is sturdy with a weightiness 
balanced from the sole to the top of her crown. 
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PLATE XVI. SURASUNDARĪ 


Part view ;* Kandariya Temple, East wall (Ist belt). Khajuraho. 


Mediaeval form, built with the substance of ancient Indian sculpture, is 
couscious of its linear energy. It compresses the pulsations of the plastic form 
in acute rhythms of outline and internal design 


Angles are sharp in the meeting of the many subtle curves of which is made 
up every limb and feature. The nose, for example, disdainful and getting scent 
of all things, is vibrant from its tip to the slight depression on its back; a sharp 
and luscious young animal’s organ; thence it is led upwards in a shallow curve 
and straightens towards its root when the feeler brows swoop upon the total expanse 
of the eye in front view. 

The eyes of these images are overstatements of their shape. Where the 
mediaeval vision prevails, completeness of their frontal view is maintained in the 
profile of the face; no foreshortening lessens their steady pathos. 


PLATE XVII. APSARA 


Part view, S.W. wall, innermost recess, between two buttresses ; 
2nd belt; H. of figure: c. 1’. Duladeo Temple, Khajuraho. 


The seriousness of this celestial dancer resides in a straight profile which is 
the key to a context of lines and volumes set against one another in wide angles 
The volume of the head and the straight high crown, have their unified keen outline 
inclined against the square plane below it. Its rounded edge is the raised arm, 
bent in this sharp angle as if throwing a dice, similar in shape to the ear-ring, 
as part of this particular dance. Right angles dominate the face ; feathery pendants 
of the necklace, hair lowered into, and then brushed up from, the forehead, frame 
and soften the valour of this sculpture. 


PLATE XVIII. SALABHANJIKA 


Bracket figure on the Ucchalaka of a pillar in the Mandapa 
of the Laksmana temple; 954 A.D.; Khajuraho. 


Woman and tree, in close touch and conformity of their volumes and move- 
ments, are lent different shapes and names of one rhythm whose wave ascends from 
the woman’s left toes, magnificently places her leg, turns, curves her back and 
rises in one sweep, comprising arms and head, to find its way down where the 


* The whole figure is reproduced.in ‘Surasundari’, TSOA, Pl. I. 
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ball is to drop from her hand and the stem of the tree bends to the right. There 
it points to the small attendant, on the right, while the fluttering scarf rounds up 
her outline on the right and leads the eye to her child-attendant on the left. 

Waves of movement, in the surface and in depth fill the prism of the strut 
which is set into the capital. They follow a similar Ben in Pl. X, but 
are clothed in more opulent, less fervent plastic shapes. "Their roundness is more 
spreading, more yielding than it was in shaping the image on Pl. XIV. Creamy 
and luxuriant though the modelling is, it is not shaped throughout by rhythmic 
energy. The right outline of the figure vacillates and the drawing of the leg is 
weak. 

The great ascending curve of the leg in the dance of the limbs is balanced by 
the arms held horizontally, and the weight of the canopy of the tree. 

The two adjacent brackets are in the shape of Särdülas. Ucchälaka (S.S 
LVII. 188; LAT. passim, LXIII. 57, etc.) is the extension of the shaft of the pillar 
above its capital and up to the second or sur-capital. 


PLATE XIX. APSARA 


Fragment. (Height c. 1’ 10”) on a thin buttress of the Antarabhitti, 
lower belt, South; Visvanätha Temple, Khajuraho. 


Writhing around its axis, the volume of this figure is integrated in its move- 
‚ment, her youth in every curve, her feline sadness in her tortuous rapture. 


The knowledge of her body is so intimate that width and roundness of the 
lower part and the harsh length of her arm are but phases and stresses in a 
movement which is the nature itself of this image. She is the spirit of the dance; 
her sculptured hieroglyph is attached to the wall of the temple. 


PLATE XX. APSARA 


H: 2 1”; on the West of the Antarabhitti of the Garbhagrha ; 
Parsvanatha Temple, c. 1000 A.D., Khajuraho. 


The similarity of the attitudesrof the figures on Pls. XVIII-XX shows the 
possibilities of form of one related sculptural theme. The image on Pl. XX is 
ae a corner of the wall; two surfaces at a right angle shield the figure; 
on the right, where the pillars are, the central niche of a Tirthañkara juts out; 
in the recess on the left is a Särdüla. 


The vigour of the movement of the Apsara is the more apparent for being 
encased by the plain walls. No greater fitness of sculpture, walls and space can be 
found in Khajuraho. Mediaeval power of movement and ancient Indian ‘naturalism’ 
are amalgamated in the perfection of this sculpture. 
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PLATE XXI. APSARA 


On a pilaster of the interior of the Ardha-Maņdapa of the Duladeo 
Temple, H. Y 314”, Khajuraho. 


Here the movement of the celestial dancer is in full swing; evolved from the 
convolution around the body axis, it unfolds in front of the wall; arm, scarf and 
crown spread like wings while the body is part of the wall against which it leans 
with the obligue cross of its head and arms. 

Strings of jewellery and stringy folds of garments are adjusted, by degrees, 
to the creeper pattern (cf. Pl. X), one step deeper, on the wall surface where the 
rhythm of the dance reverberates in contrasts of light and darkness. 


PLATE XXII. APSARĀ 


On a pilaster of the interior of the Ardha-Mandapa of the Duladeo 
Temple, Fragment (H. c. 1 8%”), Khajuraho. 


Ripples of movement are in the pearl chains, tress, crown and scarf of this 
torso of a dancer, powerful in build and impact. Deep in its volume, vibrant in 
its surface, in any profile, the glory of this breathing body is centred in its belly. 

The wall which forms the background of these dancers (Pls. XXI-XXII) is 
graded in three successive levels. The images have the foremost and the middle 
plane for their ground; the one on Pl. XXI leans on them while that on Pl. XXII 
is driven forward together with them. 


PLATE XXIIT. FLYING DEVAS 


(Vidyādharas?) ; detached sculpture, now inserted in the east wall of the 
platform of the 19th century Pratāpešvar Temple (H. of carving 
९. 10”); Khajuraho, 10th century. 


Flying, fighting, these heroic celestials are martial rhythm embodied as 
sculpture: interlaced triangles within sword and club, face against face, body 
against body, the backs slashing through space, the spine a scimitar, the haunches 
stretched with the fierceness of a tiger’s shape, their arms and weapons are thrown 
back each to the opposite hip. The heads are streamlined, egg-shaped, Gorgo- 
mouthed, the lips denude a terrific mass of teeth, the eyes bulge and nostrils 
tremble in this combat in mid-air, or also in the turmoil of the passionate, the 
subtle body of man. 

(Leaves, in the upper part of the carving, above the shield of the ‘swordsman’ 
partly hide it from view). 
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PLATE XXIV. GAŅA 


Centre of the lintel of the entrance to the Garbhagrha, Duladeo Temple, 
Khajuraho. Its projection from the lintel is c. 10”. 


The flying four-armed Gana raises a conch shell (?) to his lips while he carries 
Siva in a pillared ‘chariot’. The fillet, above the head and upper hands of the 
Gana, is the edge of the bottom of the chariot. The Gana functions as a console. 
His image is carved against the enrichments of the lintel and below the corbel on 
which the image of Siva is enthroned. I | I | I 

His person, a mere quantity (gana) is distended with the air, which he is about 
to set into vibration by blowing the conch shell, heralding by sound,—which is the 
quality of ether (ākāša), the first element in the order of manifestation,—that Siva, 
the Lord, has come. The form-giving vibration is not only conveyed by an 
auditory symbol and its instrument, the conch, but radiates halo-like around the 
facial orb of the Gana and forms his wavy hair. I | 

The upper right hand is ‘Hamsasya’; thumb and forefinger are joined like a 
Hamsa’s bill; the upper left (damaged), as if upholding the chariot, is held in 
Pataka (flag) pose. 


Y _ 
PLATES XXV-XXVIII. FLYING DEVAS (VIDYĀDHARAS) 


Uppermost belt of images, Duladeo Temple, South West, Khajuraho. 
(Height : below 114’), Pl. XXVIII shows the original in some- 
what less than actual size. 


The highest of the three belts of sculptures is here the region of the 
Vidyādharas. The images of these wizards are carved flying singly, on the 
buttresses; and flying in pairs, with their consorts, in the recesses of the wall. 
They carry weapons (Pl. XXV) and garlands, brandish swords, play on musical 
instruments (‘vyalamukha vina’, Pl. XXVII; ‘venu’, the bamboo flute, 
Pl. XXVIII), carry dance in their hands, flight in their legs (Pl. XXVI) and 
sentiment or detachment in their faces. Alike to angels they have the appearance 
of young boys, but they fly by a qualification of their wingless bodies; scarves 
accompany their movement and music. Its sound is as varied as is their form, 
which is of the purest mediaeval cast (Pl. XXVI), on the high level of serenity on 
which the images soar (Pls. XXV, XXVIII). 


PLATE XXIX. CAMUNDI 


Part View. Fragment of image (Height of the fragment 2’ 5”), 
originally from Jaina Temple; Khajuraho Museum. 


"Cāmuņdī, Yaksini of the twenty-first Tīrthankara, resembles the Hindu 
goddess Cāmuņdā, the seventh Mother (mātrkā). In some of her images Cämundä 
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’ 
is represented as a dancer. Extreme emaciation, darkness in cadaverous cavities, 
facial hinges bared, eye-sockets as stringy as are her necklace and ribs below 
pendant empty breasts are the ornaments of the Mother, in her destructive form. 
Night and decay scream from deep hollows. A feeble halo rounds them off. 


The death-body of this aspect of the goddess, its osseous mortal form, is carved 
with the same mastery as is the breathing subtle body of the gods eviternally 
sixteen years old. 


PLATES XXX-XXXI. MITHUNA 


Devi Jagadambä Temple; South Wall, 2nd belt (Height 2’ 6"); Khajuraho. 


Jn this most perfect composition of its kind, the hem of the loin-cloth,— 
opening, slipping,—is part of the diagonal theme of raised, interlaced shapes 
forming waves, in depth, and squares and rectangles, in the surface, all of which 
begin, and are supported, on the stem of the legs, from the touching of feet, on 
the ground, to ever renewed contacts. In their fingers, twist of the hair or the 
folding of the cloth are spells and evocations, of that state of being a couple of 
which the entire composition is an image. 


PLATE XXXII. MITHUNA, AND TWO SAKHIS 


Part view, Visvanätha Temple, South wall; Khajuraho. 


The particular ‘bandha’ in which the male and female body attain their union, 
their size and maturity (Pl. XX XIII), their physiognomical types, the kind and 
degree of their absorption, the form in which their group is cast, the corres- 
pondence of movements, directions and shapes of the central group and of the 
attendants, all these are knit into the unity of the work of art as the visible form 
of its ultimate meaning. 


PLATE XXXII. MITHUNA 


Devi Jagadamba Temple, South wall; 2nd belt; Height 2’ 6”, Khajuraho. 


PLATE XXXIV. MITHUNA 


Detached fragment of small size, from Khajuraho; Private collection, Benares. 
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PLATE XXXV. NANDIN 


At the feet of an image of a $iva-Pratihära; Kandariya Temple, 
West wall, Khajuraho. 


The small figure of the bull reclines on the pedestal, its head raised and 
turned towards the god whose figure towers above it. Spirals of convex and concave 
planes meet in sharp edges; they are the shape of the animal and convey its 
movement. 


PLATE XXXVI. MUSAKA 


Image carved in the round; Height 1’ 1”; Length 1’ 434”; Width 7% 


The mouse, the Vahana of Gaņeša, is carved from a rectangular block of 
which the pedestal is the lower portion. Mūsaka rests paw and face on a heap 
of Laddu, ball shaped sweets, in a bowl; the mouse watches over the sweets, 
which pleases its invisible rider. 


The ‘statue’ of the mouse, a smooth, compact volume held in convex surfaces is 
as much a work of mediaeval type as is the Nandin (Pl. XXXV) though it has 
neither its tension nor incisiveness. 


PLATE XXXVII. ARDHANARISVARA 


Detached image; buff sandstone, 10th century; place of discovery 


unknown; private collection; Benares. 


The image is ‘gracefully’ (lalitasana) enthroned on an oval seat and is flanked 
by pillars. The hands of Siva, the Lord (Isvara) hold trident and rosary in Kataka- 
hasta; Parvati, his beloved, holds up a mirror and raises a jar. Images of this 
kind are also known as those of Gaurīšvara, the right side being equivalent to 
Purusa, and the left to Prakrti (V. Dh. III. LV. 2-5). The two halves, the male 
and the female, which are one in divinity, have been coalesced without effort in a 
homely sculpture; a miniature Nandin looks up to Siva. 


„The fierce fervour and rarified economy of the form of Candella work are not 
in this sculpture. It is broader and less subtle, in modelling. Its four-square 
heaviness is the contribution of a neighbouring school of mediaeval sculpture which 
was given full scope on the Cedi temples of the Central Provinces. 
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PLATE XXXVIII. TARA 


Fragment of image; buff sandstone, 11th century. Sarnath, 
near Benares, Sarnath Museum. 


“May Tara, the mistress of the Three worlds bestow happiness on you, Tara, 
whose body is Dharma, whose mind is full of mercy, clarity her intellect, her eyes 
beauteous with friendship and love, her hands give peace.’’ 

(Buddhist inscription from Khasia; verse 3; 11-12th century; ‘Epigraphia 
Indica’, Vol. XVIII, p. 131.) 

The Dhyāni-Buddha is enthroned on her diademed head; a lotus petalled 
halo is at the back. From her left hand in Mayūra hasta the stalk of a blue lotus 
flower uncoils upwards. 

Different from the clear cut width of Candella sculptures (Pls. XII, XX V) 
like those from Khajuraho, the modelled surface of the small fragment reproduced 
on Pl. XXXVII] is astir with a tremulous agitation and its repercussions are in 
the shadows. 

Rhythmic intricacy (cf. the hair as it is set off from the forehead, in 
Pl. XXXVIII, and in Pls. XII, XV, etc., the mode of dressing it being practically 
identical), is in the modelled forms and their shaded intervals. It loosens the 
coherence of the modelled planes and dips them into a chiaroscuro pregnant with 
short, scintillating accents. 

The face emerges from its halo of shapes and shadows; its structure is 
enriched emotionally and lessened in its sculptural compactness. Shadows give a 
breathing tenderness to lips and nostrils and warmth to the texture of the stone. 

The image of Tara from Sarnath is indebted to the art of the Eastern Indian 
school of sculpture. The Eastern Indian school is at home in Bengal and Bihar 
but its influence spread as far west as Sarnath and Gorakhpur. 


PLATE XXXIX. GANA 


Detail of wall of the Siva Temple in Pali, near Bilaspur, C.P. c. 1000 A.D. 


The Gana is shown emerging from the wall, to a plane higher than that of its 
carved surface with the Jala network (seen on the r. and 1. of the arms). His 
hands hold aloft a chariot. No image is enshrined in it: a lozenge shape with 
symmetrical scrolls is set between the lateral pillars (cf. Pl. IX, a four petalled 
shape). Below the Gana, and beneath a ‘giripatrika’ fillet, a number of animals 
face forward straining to draw the chariot; a frieze of Hamsas below forms the 
enrichment of the next lower fillet of the wall. 


_ Juxtaposition of modelled shapes in deep shadows, and flat surfaces, some of 
which are cut perpendicularly in patterns of light and darkness, combine in the 
monumental effectiveness of the wall. 
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i i il the Gaņa i i f the progression of 
In this architectural detail the Gana 1s an embodiment o i 3 
the ll from within the temple and of its vertical discipline as well. The horizontal 
moulding formed by his chest and arms and the horizontal of his hands whose 
touch is quick with life are part of this caryatid-hieroglyph embodiment of the 
function of tbe wall of the temple. It is given shape in the broad idiom of sculpture 
of the Cedi school. 


PLATE XL. APSARA 
Vaisnava temple, west side ; Janjgir, east of Bilaspur, C.P., Eleventh century. 


The dancing Apsarä holds her anklet of tinkling bells (nüpura) which she is 
about to fasten on her foot; her small companion beats the drum while keeping 
step with her. A Gana supports her pedestal (cf. the geometry of this Gana-console 
with that of the preceding Plate). 

In the recesses, to the left and right of this pier with its images, Deva-rsis 
hold rosaries and count their beads. 

Squat and angular of shape, the fulness of summarily modelled limbs is tied 
to their graded levels, without daring but also without hesitation. 


PLATE XLI. NAGARAJA 
Vaisnava Temple, west side; Janjgir. 


With sword raised high, shield close to the body and serpent’s tail coiled, the 
image is poised on the tip of its tail and supported by the flat coil with its deep 
shadow in the centre. It is balanced by the circular shield with its full centre, 
and which is curved into depth. Thus the volume of the image is fixed, between 
its canopy and the pedestal. Its energies are pent up in the contracted curves of 
the chest ; arm and head, held high, stolidly and with a crude power, are set against 
the plane of the dagger cutting into the depth between wall and figure, a horizontal, 
top-heavy accent. Cf. also the Rsi, on the left; and the matted hair or the diadem 
as also the total shape of each face, on Pl. XL. 

Rsis and Apsaräs at the sides of the Nagaraja, although of the same formal 
structure, lack the zest and solidity of the Naga’s image. 


Unused to the rarified élan and resources of the neighbouring Candella school, 
the sculptors of the Cedi country packed their shapes with measured power. 


PLATE XLII. HAMSAKRIDA 


Detail of wall of Siva Temple, Deo Baloda, South East of Bilaspur, 
C.P. c. Twelfth century. 


“The sport of the Hamsas should be carved on the walls of 
(‘Samaranganasitradhara’, LVII. 360). 


z. 


i the temple” 
In this panel their ‘goose step’ resounds 
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in an amplitude of curves; they shape the body of the birds and their feathery 
accompaniment ; tail and scroll of drapery are boats in which they sail and swings 
in which they rock. The streamers flowing from their beaks are reminiscent of 
the sun bird’s serpent, or they may be understood as ‘‘extension of the whiteness 
of the swans’ bodies in the shape of white cloths”” (‘Adipurana’, XXXII. 228, 
‘Ind. Ant.’ vol. XIV. p. 105). 


PLATE XLIII. NILAKANTHESVARA TEMPLE 


From the West; Udayapur, Gwalior; built by the Paramāra King Udayāditva 
(c. 1059-1087 A.D.); Red sandstone. 


In plan (p. 256), the Präsäda has in each of the main directions—the west or 
back of the temple being shown on Pl. XLIII—a widely projected Bhadra whose 
main face is parallel to the corresponding wall of the Garbhagrha; its sides 
are perpendicular to it. All the other buttresses however, between the main 
Bhadras (säläs) are laid out within a circle which connects their indented apices 
The walls of these buttresses (‘karna’; ‘pallava’; pallavikā”, the latter meaning 
‘bud’) form a right angle. When drawing a plan of this kind, the square of the 
Prāsāda is not subdivided into a given number of parts, but is rotated around its 
centre and made to stop at regular intervals. The points of the rotating square 
perform a circle in which the original square of the Präsäda is inscribed.—The 
Bhadras or Salas facing the main directions do not result from the rotation of the 
square but are planned in the usual way, parallel to the square of the Garbhagrha. 
The front face of the Salas is also circumscribed by the same circle, or it may 
exceed it. It is therefore said that the projection (nirgama) of these buttresses 
either lies within the circle or else is measured by aliquot parts of the square of the 
Prāsāda (S.S. LXV. 1-2). Prāsādas having this plan are classified as ‘‘Bhiimi-ja’’, 
“country-born’’ and are said to be ‘‘both square and circular’’ in plan. 

Offering their two slanting surfaces to the light at a right angle, the “bud”-like 
buttresses of this kind of Prāsāda are rich with many gradations of light and shade 
in which the images and carvings are embedded (Pls. XLIII-IV). The Pallavikäs 
the faceted or ‘indented’ apices, further dissolve the mass of the walls into sheets of 
light and darkness. 


The buttresses, in their Jangha portion, which is the wall proper of the temple, 
have the appearance of pillars. Of equal height however is the Vedi with its heavy 
mouldings, above an Adhisthana which vehemently projects towards the ground 
(Fig. on p. 260). The mouldings of the base and the perpendicular Vedikā are fused 
in a vertical sequence of profiles. They are rigid and ponderous in every unit and 
require to be seen as support and receptacle of the shade which they harbour and 
the light which they absorb. Although in name and shape the several mouldings 


* The Temple is also known as Udayesvara Temple; ASIAR, 1923-24; 9. 1333 
Cunningham, ‘ASI. Report’, X. p. 65; VII. p. 82 f; JASB. NS. vol. X. p. 24: f. 


98 389 


A 


THE HINDU TEMPLE 


t for instance on the Adhisthäna and Vedikä of the temples in Khaju- 
a. po. 259-60) by the modifications of proportion and position their 
effect is altogether different. In Khajuraho light and shade are disciplined by the 


architectural volumes (Pl. II). nae 

A conclave of pillar shapes assembled so as to round off the temple, forming its 
wall, is extended in the Sikhara in the shape of concurrent beaded chains massed 
together and subordinated to the flat band of Latās in each of the four directions in 
which the $älä of the wall has its extension. It is sealed by the Šukanāsā in the 
East (Pis. XLVII-IX) and by the Sukanäsikäs, each having but half the height of 
the Sukanása, in the three remaining quarters. 


PLATE XLIV. PART OF WALL OF THE NILAKANPHESVARA TEMPLE, UDAYAPUR 


The Pallavikās, the faceted apices of the triangular buttresses, are summed 
up at the bottom of each of the two sides by a pillared shrine projecting on a console 
formed of various mouldings. The shrines are replete each with an image of a 
Parivāra-devatā, such as Ganesa—on the left of the Plate—and with his female 
counterpart in the adjacent shrine at a right angle, on the same buttress. The 
triangular pediments of the shrines touch a moulding which is a canopy, shrunk in 
depth, of the image in its niche, and a clasp of the pillar shape of the ““buttresses””, 


Higher up, a broad Vājana, or fillet—having for its enrichment (alamkāra) a 
Kīrttimukha in the centre—clasps the pillar-buttress before it is to be contracted 
into its neck on which rest the mouldings forming its capital. From the Kirtti- 
mukha, extending on the main facet downwards, a heavy chain is carved terminating 
with a small bell in relief (prasakinkinika; S.S. LVII, 788). 


These adornments belong to the wall as pillar (janghā) proper; they are not 
extended at a further depth of the buttress. There the recessed planes are filled 
by one continuous panel having an image of Sakti as Vana-devata, below a burly 
creeper which carries celestials and the figures of various animals. 


Between these panels, set at an angle to each otlier, a Pallavikā protrudes 
on which the themes of the wall pillar are repeated. The horizontal mouldings in 
their discontinuity, the commingling of statuary and architectural themes, their 
alternation with full length relief panels, all these are inclined towards each other 
on slanting planes, steeped in light and shade. From these emerge only the most 
powerful accents, all in the vertical direction, whether their carriers are the round 
columns of the shrines or the clear cut edges of the Pallavikās. Their vertical theme 
is continued in the superstructure (Pl. XLIII). Dominated by it, the shadows, the 
mellow carvings, the juxtaposition of unrelated contrasts, redeemed by their 
repetition, are but the undertone; they give substance and wealth to a super- 
structure (Pl. XLV) in which are integrated all the disparities. 





PLATE XLV. SIKHARA (FROM S.W.) OF THE NILAKANTHESVARA TEMPLE, UDAVAPUR 
The wall sends up its buttresses terminated by capital-shape mouldings. They 


are superimposed by an heavy ornamented fillet, a deep recess and a roof shaped 
mouldmg which demarcate the height of the wall. 
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The Sikhara rises thence with a slight ingress, a double zone of mouldings— 
its motives being those of capital shapes and fillets—forms its base. The 
arch of the Sikhara ascends from this base, unbroken in the four quarters, where 
flat Latäs, with their Gavaksa lattices are flung up to the Amalaka, exceeding bow- 
shaped (dhanus), the truncated body of the Sikhara. These arches, each comprised 
of 8 (or 5) Latās, spring from and are partly covered by, the Sukanäsä at the bottom.. 
Between them are seven Bhümis of five Šrngas each, in every sub-quarter. The 
Sıngas, in each course, have all their separate socles; these again pe the 
capitals and consist of tiers increasing in girth from bottom to top. These socles, 
having the shape of capitals, are carried on faceted square shafts inserted in a 
square, faceted railing (vedikā)-like ‘kita’. 


Two horizontal motives fill the subquarters between the arches of the Latās 
flung upward in the four direction : (1) a course of 5 Srigas and (2) a course of 5 
pillars with their capitals. Each of these courses is interspaced with the corres- 
ponding number of lesser projections, Srngas, and a repetition of the inner angles 
of the wall, with their panels filled with scrolls, etc. on a proportionately reduced 
scale. 


The Sikhara thus ascends, an array of Srngas, an array of pillars, progressively, 
diminishing in size, towards the Skandha whose edge repeats the star shaped plan 
of the temple, 5 pointed in each of the sub-quarters. The Latās ‘transcend’ the 
shoulder-course of the Sikhara ; their arches attaining to the height of the circular 
‘neck’, the shaft of the temple, which is clasped by an Amalaka whose corrugated 
rim responds in its cusps to the angles of the star-shaped temple. 


The Nilakanthesvara temple shows the themes of its perpendicular walls 
continued on the curvilinear Sikhara. The close correspondence of the structure 
and superstructure of the temple brought about by the theme of the pillar is however 
not particular only to the Nilakanthesvara temple at Udayapur, Gwalior; nor to 
‘star shaped’ Prasadas in general. Temples with orthogonal buttresses are similarly 
ordered,* the composition moreover follows the same vision whether the temples 
belong to the Nagara or the Vārāta ‘style’.** Thus they are prescribed to be built 
in the ‘Samaranganasiitradhara’, chapters LXIII and LXIV, treating of Nagara 
and Varata Prasadas respectively. In Central India as well as in the Deccan in- 
cluding the Kanarese country, the shape of the pillar is an abiding theme on many 
temples. 


This shape plays no part in the other varieties of the Nagara temple. On 
Dravida temples, the pillar is a theme in the composition on the walls of the temple; 
in the superstructure, however, the wall pillars of the Bhūmis have little effective- 
ness on the early temples (Mamallapuram) for they are eclipsed by the shrines of 


*The temple at Ambarnātha (plan on p. 230 A); cf. Cousens, ‘Mediaeval Temples of 
the Dakhan’, Pl. III., or the temple at Jhodga, ib. Pls. LIII-—LV. 

** The pillar as one of the main motives of the wall and superstructure may be seen 
on the temple of Siddhesvara at Haveri ; the temple of Mahadeva in Ittagi (Cousens, "The 
Chälukyan Architecture’, Pls. LXXVI, CII, etc.). An enrichment, not infrequent on the 
walls of Calukyan temples, consists of a series of pillars, each supporting on its capital a 
curvilinear Sikhara (ib. Pl. LXXXIV, ‘parapet wall’; from Bankapur). 
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the parapet. In later temples, where the parapet of shrines is drawn to tlıe wall 
and one with it, such pillars or pilasters which are inserted between the miniature 
chapels themselves are converted into miniature shrines by a curvilinear roof being 


added to their shafts (Fig: on p. 187). 


PLATE XLVI. ŠUKANĀSIKĀ AND LATĀ 


Part of the central offset of the Sikhara, facing west (details of Pls. XLIII 
and XLV); Nilakanthesvara Temple, Udayapur. 


Firm in contour and design, the prolongation of the central buttress in the 
Western quarter (as also in the South and North) is set against a background of 
deep darkness. The purity of its vertical edges and the precision of its detailed 
pattern are thrown into relief by the surrounding shadows, themselves replete with 
meticulous carvings, whose presence is more felt than seen. Similarly the in- 
tricacies of the carvings on the highest level of the Lata itself are absorbed in the 
‘texture’ of the monument seen as a whole (Pl. XLIII). 

The broad band of the Lata is carved on three levels; the lowermost protrudes. 
its fringe made of tiers or Bhūmis; on the next higher level the fringe of tiers 
emerges from below a carved lace pattern cast over, while yet revealing, however 
so little, the stratification. The all-over pattern is bounded on the inside by a 
‘Barrow and plain vertical edge whence protrudes, accompanied by a line of deepest’ 
‚shadow, the central face of the Sikhara. Over it too, is cast the Gaväksa-net, 
veiling and linking its strata; at the edges they emerge clean cut. 


The all-over pattern has its centre in the squat Gavaksa in the middle, opening 
up on each alternate stratum. Vertical clasps, midway in their shape between 
the oval Gavāksa and the rectangular Bhūmi, and transferring their horizontal 
disposition, flank the Gavaksas and further laterally themselves are the nucleus 
of a different unit of Gavaksas. These close in above the main Gavaksa, in the 
middle. They end in curls, and are repeated in S shapes, doubly holed and turned, 
"īm alternating vertical rows, confronting or addorsed ; the scrolls end with a bird’s 
head whose neck encircles the dark hole of the Gavāksa. This ‘creeper’ (lata) 
pattern however is less effective in its rhythmical, linear continuity than it is 
enmeshed in densely varied black dots and strokes, forming part of the multiform 
„vesture of the Sikhara, the Padmakoga. Although mainly a pattern in white and 
"black, it is graded in its carved surfaces; penumbras linger in its meshes; now this, 
‘now that, way following the movement of the sun. 


::::2 Against this background of carved lace are set the images of the Šukanāsā; 
Sculptures in the round along its edge, they play their short drama from Kirtti- 
cha to Kirttimukha (only the group on the right is preserved); between them 
extended the Gaväksa-part of the antefix.. Pointed extrados and circular intrados 
ās its frame—as they did when the arch of manifestation, the arch of 
alcrti, conveyed by its form only the meaning which since was summed up in 
“the Face of Glory and given exposition in the creamy plenitude of waves of carved 
‘dagutes and shapes. | 
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The image enshrined in the centre of the Gavāksa, in its dark halo, is 
surrounded by receding levels of wicker-work pattern, dotted dark and light. Its 
basis is the apex of the roof of the temple below. It has the shape of a pyramid 
and consists of roof-tiers (cf. Fig. c, on 9. 181). A heavy abutment, a multiple 
band of horizontal shadows separates this lower shrine with its smaller acolytes, 
their images and manifold detail —Sārdūla on elephant, the broad scroll work of 
the arch held together by its key-form, the diminutive Kirttimukha—from the 
‘Gavaksa’. 

Tracery and statuesque images and the many intermediate degrees of sculp- 
tured form are accommodated the one by the other, each a part of the total 
monument, in its reasoned disposition (P1. XLIII). 


PLATE XLVII. SUKANASA; FACING EAST 


Nilakanthesvara Temple, Udayapur. 


The main Sukanasa (cf. Pl. XLVIII), seen from the front, is a mighty blind, 
whose inner trefoil arch sums up the rectangular shrine and its accompanying 
images, in the lower part, and the image of Siva dancing and his accompanying 
goddesses in the circle above. Their dancing limbs emerge from and are bathed 
in deep shadows; shadows underline also the foaming scrolls of the archivolt and 
have settled in the Makara’s jaws, its issue and riders as well; their repeated images 
flank the extrados, whereas the figures, carved in the round, to either side of the 
great Simhamukha and the Makaras have broken away. 


The extrados of the upper arch and the split and more freely drawn lower 
curves, emanating from the mask, and slashing upward, their flat band and 
oblique surface conjoined, plain graph and flame edge, cut in one more groove of 
line and shadow into the seething mass of modelled shapes. 

Behind the shield of the Sukanäsä are set on ever receding levels the many 
compact, small Srngas. Their volumes too are summed up by those of the Face 
of Glory on the apex of the Gavāksa. A 


PLATE XLVIII. SUKANASA, FROM S.E. 


Nilakanthesvara Temple, Udayapur. 


That the Sukanäsä is a blind, is seen in this side view where its marginal 
convolutions extend, detached from the body of the building, and their flaps partly 
cover the two superimposed miniature ‘shrines’ carved at its back. This is peculiar 
also to the Sukanāsikās (Pl. XLV) but there the antefix closely adheres to the 
curved body of the Sikhara whereas the great Sukanāsā in the East is the ‘facade’, 
extended upwards of the Antarāla, the antechamber or porch of the Garbhagrha. 
The Antarala acts as the narrow passage from Mandapa to Garbhagrha (Fig. on 
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p. 256) ; in the ground plan it is the incision which separates, and at the same time 
connects, Mandapa and Prāsāda. Here it has a superstructure of its own, a keel 
vaulted body which juts out from the Sikhara. The sides are encased in a five 
storeyed mansion (Pl. XLIX) in which tbe ne of Siva is displayed in many of 
its forms and flanked by attendant divinities. he two upper storeys of this 
celestial mansion are shown on Pl. XLVIII. The neo the keel shape is capped 
by a massive ‘covered’ passage which leads from the irttimukha to the central 
ofset of the Šikhara and links the mask, to the building. The chessboard pattern 
on the walls of the passage is overcast by shade from the canopy or cornice so tha 
the drama enacted there, in light and shade, responds to the more substantial 
engagement of contesting warriors carved in high relief below the chessboard 
pattern. They have an ancone fillet as their base and must be imagined as the 
continuation of the figures carved in the round and come forth from the mouth of 
the Makara, out of the pouches of the Face of Glory. 


The roof, in three tiers, of the mansion of the gods, on the side face of the 
Sukanäsä, is replete with a web of Gaväksas of which the unit is a major Gaväksa 
with the ends of the extrados curling outward on the apex, and a minor Gavaksa 
inscribed in it and linked by its extended apex to that of the larger Gaväksa. Three 
openings or deep holes are thus within the betel leaf shape of the major Gavaksa, 
round patch of darkness in the centre, and the two halves of the remaining part of 
the major Gavaksa, forming foils in the tracery of the tympanum. 


The same pattern-making division resulted in the shape of the unit of the all- 
over tracery of the Latās of the Múlamañjari (Pl. XLVI) ; there the conduct of lines 
is more staid; the foils are placed horizontally,— they are balanced by the vertical 
‘clasps’. Here they are gathered in flamboyant bundles. 


The central offset of the small Srigas consists of a series of the flamboyant 
Gavāksa units superimposed in diminishing size (Pls. XLVIII, XLVI, XLIX). 


The conglomeration of volumes as shown in this Plate is not ordinarily seen 
from the ground. It is a partial view (cf. Pl. XLIX) in which heterogeneous 
shapes in juxtaposition are subservient to the up-rush of the Sikhara, speeding 
towards the summit. 


PLATE XLIX. 


Side view (from the South) of the superstructure of the Antarāla; 
Nilakanthesvara Temple, Udayapur. 


The multiple profiles of the lowermost part of the superstructure run conti- 
nuously around the entire building, from the Prāsāda on the left to the Antarāla; 
they are carried over on the Mandapa which projects at a deep right angle. The 
five storeyed mansion of the gods rests, in each of the storeys, on pillars only. In 
plan, stich a building, with its broad middle projection on each side would conform 
with tbs Prāsāda Nandighosa, illustrated p. 252. 
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PLATE L. KIRTTIMUKHA, THE FACE OF GLORY 
Nīlakaņthešvara Temple, East; Udayapur (cf. Pls. XLVII, XLVIII). 


The mask is set against the tracery of the middle offsets of the Sikhara. It 
is the ‘charioter’ of the Vimāna, its driving power. 
The upper part of the mask is damaged. 


PLATE LI. EASTERN HALF OF SOUTH ENTRANCE TO MANDAPA 


Nilakanthesvara Temple, Udayapur. 


The balcony which affords the entrance is the large projection (bhadra ; Sala) 
in the middle of the Southern part of the Mandapa. A similar pillared hall provides 
an entrance from the North while the main entrance in the East is of the same 
kind. 

Steps lead up across the mouldings of the projecting base (Padma, etc.) witb 
their enrichments. The Vedi proper, the main portion of the vertical walls is 
underlined by a dwarf railing between boldly projecting fillets (pattika; giri 
patrikä of the Räjasenä or Senaka), above and below, which add their dark lines 
of shadows to those of the base. The Vedi, a railing of square pillars, is enlivened 
by the images of attendant goddesses carved in high relief from the intervening 
slabs. The coping (Asana pattaka) of the Vedi is set with knobs which are minia- 
ture roofs of conical shape; their finial emerges from a broad Amalaka. (No such 
roofs have as yet been found on any buildings. They resemble the conical roofs 
of a Srikoil of the Malabar Coast although these lack the cyma profile of the cone 
and are without the Amalaka. The slanting back of the seat (kaksāsana) juts 
out from the vertical wall, and runs above the Vedi, from the entrance along the 
walls of this balcony-hall (Fig. on p. 256); it has the shape of a balustrade in 
which pairs of beaded uprights are set in the spaces between the carved stone- 
planks. 

The upper portion of the balcony, called Candravalokana or ‘beautiful look 
out’ has its ceiling supported by squat pillars, differing in diameters. Their shafts 
(stambha) rise from the seat. They are round towards the top. The capitals, 
(bharana), a series of widening rings, are round, whereas the squarish bulk of the 
bracket capitals (Sirsa) restores straightness to the walls of the Candravalokana. 


Chessboard effects of plain surfaces cut in right angles, form the ground of 
some further enrichments (the Gaviksa band in the base, etc.). 


PLATE LII, INTERIOR OF MANDAPA AND ANTARALA LEADING TO THE 
GARBHAGRHA 
Nilakanthesvara Temple, Udayapur. 


The image of Nandin, the pillars, their carvings and corbels, the carved door- 
way, the intercolumnia and door openings, impregnated with light and darkness 
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and the scent laden atmosphere are part of the compacted interior of the 
temple. 

The two pillars of the Antarala, placed between the pier like ‘wall-pillars’ 
(kudya-stambha) are shown in this Plate; also part of one of T main pillars of 
the Maņdapa (on the extreme right).—The Ekamukha sheath of the Linga belongs 
to a later age. 


PLATE LIT. INTERIOR OF MANDAPA AND ANTARĀLA ; LEFT OF ENTRANCE TO 
I THE GARBEAGRHA 


Nīlakaņthešvara Temple, Udayapur. 


One of the main pillars of the Mandapa, a pillar and wall-pillar of the Antarala 
and the vertical surround of the entrance to the Garbhagrha are seen in this Plate. 


The hall pillars are square at the base (X 97 square) and up to more than half 
the height of the shaft (5' 6"); the octagonal part is 8' 8” high, the circular section 
only 1'3”. The transition from the square at the root to the circle on top, with 
an īntervening octagonal section is the rule in mediaeval pillars. "The change over 
from the static to the dynamic architectural form has its corresponding images 

“in the chapels carved in the four directions on the lower part of the shaft and the 
racing circle of exultant Gaņas in its upper part. 


The bells on their chains, on each second face of the octagonal section, transfer 
to pillar, stone and wall, the shape and direction of the metal bells hanging from 
the roof of the Mandapa. On the pillar, the bells hang from the mouth of the 
Kirttimukha. ‘This is how their sound is imaged. Cf. the pillars of the interior 
with the corresponding wall section, Pl. XLIV. 


The octagonal part of the shaft of the pillars is clasped by a belt of flying 
figures; high triangles rise from it across the series of rings of the round portion 
of the pillar. Their shapes prepare the mouldings of the round capital (bharana), 
thence issue the bracket capitals, Hiragrahana (?) and Sirsa, with their gusts 
of flying Ganas. Their carved images are the ‘outcome’ of the architectural 
potency of the brackets; they uphold the weight of the superstructure—above the 
pillars, as it were. It does not press down and the shafts stand, it would appear, 
free of it. “The Ganas whose shapes are fitted into those of the brackets and corbels 
are not caryatids. ‘They fly horizontally from the bulk of the capital into space and 
appear to communicate the weight above them to the space around them. The 
effect of the soaring bulk of corbels and bracket capitals is supported by the pillars 
whose base and shaft are modifications of their vertical shape; the base projects but 
little from the गोप्या lower part of the shaft against which are carved shrines each 
housing an image. Thus the base does not spread on the ground ; its mouldings and 


carvings form the prelude to those of the shaft and capital (see also the ‘‘wall-pillar”’ 
or pilaster). 
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PLATE LIV. GOMEDHA AND AMBIKA 


Tutelary Yaksa couple. Jain image. Candpur (24° 30’ N. 78% 19' E) 
near Jhansi, Twelfth Century. 


Dynamic pedantry geometrises the panel of the relief by subjecting its carved 
volumes to a linear discipline egual in zest and rigour. Modelled continuity, 
though expansive in parts,—the faces in frontal view, the Yaksa’s chest, is but 
a ponderous residue of an once gracious and fulsome tradition. Now the volumes 
which had held the Breath of Life have the shape of objects, cylinder, cones, etc. 


The stem of the tree in the middle with the image of the Tirthankara 
Neminatha and the symmetry of vertical parallels of the upright chest-head-crown 
of the two tutelary divinities, their right hands holding the citron, and ‘the child’ 
—the two sons of Ambiki—on the left, have their balance in the horizontals of the 
base, the left leg of the images, the left arm of the child, the width of the chests 
of the images and the foliage of the tree. 


The diagonal themes are indicated by the right legs and partition the relief 
panel as rigorously as is its orthogonal order. This geometry is also applied to 
the shape of the single figures and is as perspicuous in the zig-zag of the body and 
limbs of the child as it is in its physiognomy. 

The geometry of the relief panel employs for its units, conical or cylindrical 
shapes such as those of the heads, of the hands and citron, the limbs, stem of the 
tree, etc. Graded in planes they lead into the depth of the panel. 


PLATE LV. PRATIHARYA 


Upper part of a Jain image; Detached sculpture, near Jain temple on top 
of the hill, Deogarh (24° 32 N. 78° 15’ E), Tenth century. 


A celestial spirit beating the drum (divyadhvāni) which is one of the 
Pratiharyas or miraculous appearances carved on the slab of the image of a 
Tirthankara hurls himself down, succinct as a drum beat. His body soars above 
the drum. Serenely the face smiles and the arms pause broadly open, while the 
sound of the drum reverberates in the modelling of the heads of the elephants, their 
trunks and the volutes of plants and ‘swans’ as the carved music of the sphere under 
whose lotus canopy is the place of the main image of this slab. 


PLATE LVI. LOWER PART OF THE IMAGE OF A TIRTHANKARA 
Near Jain temple on the hill, Deogarh, c. Tenth century. 


wr On the rigidly symmetrical pedestal of this seated image rest its legs, crossed 
in “padmäsana’, or "Lotus posture’. Their horizontal volumes are supported by 
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those of the lions forming the socle. They are neatly placed beneath the horizontal 
plane of the seat which has a lotus carved on it, and at a right angle, an ornate 
cushion and the circular cloth laid over the edge of the throne. Their crisp and 
meticulous ornamentation sets off the smooth volumes of limbs and lion emblems 
of the relief, The swinging curve of the cloth, in the vertical plane, is reabsorbed 
into the sculptural structure of the image by the rounded weight of the cushion 
` and the limbs that rest on it. 


PART LVII. IMAGE OF A TIRTHANKARA 


Candpur, 11th-12th Century 


Its iconometry, and the accidental life encrusted on the stone by fungi, 
constitute to-day the impressiveness of this broken image. 

Calm and widely spaced, the image is competently carved but lacks any 
further qualification as work of art ; the petals of the lotus halo are without radiance, 
without fragrance, but as accurate as are the finicky carvings of the round lotus 
cushion seat. 


PLATE LVIII. NANDIN AND SIVA-GANA 
Fragment of image carved in the round. Candpur, Twelfth Century. 


Tinkling bells, beads and locks, arches of eyes and chains are laid on the 
curved planes of the body of the animal and the child that clings to it. Its arms 
weigh in their balance the power of the bull’s recumbent shape. 


The bull is Dharma (‘Visnudharmottara’, III. XLVIII. 18). 


PLATE LIX. PRETA 


Detail of fragmentary image, outside the Mālāde Temple, Gyaraspur, 
Gwalior (23° 40° N. 78° 7' E.), Tenth Century. 


Ghouls, marching or dancing to the side of the main image surrounded by 
serpents coils, are carved in superimposed rows in one of which Pretas, each 
carrying a weapon, show the glee of disembodied souls. 

Not the gruesome emaciated skeleton as that of Cāmundī (Pl. XXIX) but a 
more comfortable degree of decomposition distinguishes these dancers of death as 
acolytes of a power beyond it. In the images of Bhütas, Pretas, Pisäcas and 
Vetālas (cf. ‘Manasollasa’, II, 111.1. 809-11) who are in due order: ‘‘those who 
have been” (bhūta), ghosts of the departed ; “those who have gone before’’ (preta) 
and whose obsequial rites have not been performed; filthy fiendish goblins, and 
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spooks who occupy corpses not their own—emotions are given expression in 
lugubrious and ludicrous shapes which are redeemed by their rhythm. 


PLATE LX. SALABHANJIKA 


Fraginent from Harsiddhi Temple, Candravati (Jhalawar, Malwa; 
c. 25° N. 76° E.), Ninth Century. 


Viewed against the sculptures of Khajuraho, this figure* and also other images 
(Pls. LXI, LXIII, LXV) belonging to temples situated at about the same latitude 
but further west, and as far as Kotah State in Malwa, appear stern. The high 
strung elegance of Candella sculpture is absent in the sculptures of the western part 
of central India (including Gwalior and also Malwa) as it is also from the sculptures 
to the east of the Candella school (Pls. XXXIX-XLII) and from the suave Eastern 
Indian school whose influence extended as far as Sarnath (Pl. XXXVIII). The 
same components however are fused here as in the Candella school, but the 
modelling is never as taut and the linear tension never as acute as it is there. 


PLATE LXI. HEAD OF A VIMANAPALA 


From Siva temple in Ramgarh, Kotah, Malwa, c. 1000 A.D. 
Dark buff sandstone. 


Four Vimanapalas, each at a cardinal point, were placed below the Amalaka, 
around the Griva or Neck of the Temple Pillar on the Skandha, the shoulder 
course, of the Vedi of the Sikhara. 


The names of the four Vimanapalas are Nyaksa, Vivasvan, Mitra and Ksatta 
(Vaikhānasāgama, VIII). Vivasvān and Mitra are names of the Suns, the Adityas, 
—south and west of the Brahmasthäna in the Vastupurusamandala—Ksatta is 
Brahma and Nyaksa means ‘whole’. 


The four heads below the Amalaka of the temple are known to-day in 
Rajputana (Osia, for example) under the name Brahmamukha. Brahma is situated 
in the Skandha of the temple (‘Agnipuradna’, LXI, 27). 


Different figures in the various temples of India fulfil the functions and hold 
the place of the Vimānapālas. The head on Pl. LXI is that of a Rsi—the seven 
Rsis, according to ‘Nirukta’, XV. 37 are the ‘rays of the Sun’—its countenance 
however, turbaned and bearded, belongs to the people of the country and is cast 
īn a heroic (vīra) mould. 


*Cf. JISOA, vol. I. Pl. XIII. 
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PLATE LXII. SIVA TRIPURANTAKA-MÚRTI 


One of the three main images of Šiva in the Ghanadvāra of the Bhadras 
at the cardinal directions; Siva Temple in Ramgarh, Kotah, c. 1000 A.D. 


Šiva is the ‘Ender’ (antaka) of the Three citadels (Tripura) of the Asuras. 
They had been built by Maya, of gold, in heaven, of silver in mid-air and of iron, 
on earth, At the end of their time, it is said these citadels would unite into one 
and should be destructible with a single arrow. 


The 10 armed image of Siva, on Pl. LXII, is shown dancing after the total 
and simultaneous defeat of the Titans in heaven, on earth and in the mid-region. 
Siva, the universal, all filling God holds high his bow—the Vedas; Visnu is his 
arrow. To the right of Siva, Gaņeša, his small son, takes part in the dance. 


Although the image—a very high relief and partly carved in the round—is 
badly damaged, there is triumph to be seen in the calm face and in the bow wielding 
arm of the dancing God, and sovereignty in his crowned head thrown back and 
looking upwards. ‘This movement is echoed in the convoluted mass of Gaņeša, 
but the rest of this very high relief is sculpturally inert, without Sattva-guna and 
perturbed by the Rajo-guna. The dancing legs are correctly placed in the Svastika 
(1) and the Kuficita pose (r) (‘Kasyapasilpa’, LX VII, 28), but fail to convey the 
movement of the dance. 


The fragmentation of this sculpture due to its being damaged is intensified 
by the deep shadows of the photograph which on the other hand strengthen the 
power of the oblique movement of Siva’s head. 


PLATE LXIII. APSARA 


On the wall of the Siva Temple in Ramgarh. c. 1000 A.D. 


, The forced, double bend of this dancing figure, playing ball, shows the 
image with its scanty loin cloth, loosened and slipping down, akin in its nakedness 
to the images of Yaksis of the Kusäna age. The weighty body in its movement is 
upheld by the horizontal profiles of the wall against which the figure leans; its 
main horizontal divisions, at the joints, are underlined at the height of neck and 
shoulders, hip and knee by the fillets of the wall; figure and wall conform in their 
articulation ; the lateral, excessive deviation of the Apsara from the vertical cuts 
across the edges of the offset at her back, relates her movement to wall surfaces 


further back in depth and of greater width so that the image is related to the whole 
buttress across which the waves of her wilfulness are staged. 
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PLATE LXIV. APSARA 


Bracket figure of the roof, inside the Mandapa, of the Siva Temple 
in Ramgarh. c. 1000 A.D. ' 


Jutting out from the lateral vault of the roof of the Maņdapa is a corbel made 
of a four-armed, squat Gana figure. It is part and support of a strut in the shape 
of a dancing Apsara and her diminutive companion of ravishing elegance, postured 
below her raised leg. The figure follows the architectural movement ; it fits into 
the ribbed vault and has its highest projections where the joists pass behind its 
pliant shape. 

The Apsara has her body—of a rampant lioness—wreathed around her axis. It 
is weighted on both ends, above is her large head and below is the contracted shape 
of the Gana. In this way it is demarcated against the thin ribs of the vault whose 
curves are also those of the image. The globes however of head and breasts, bosses 
and knobs are set across the brittle, ambiguous context, palpably, reassuringly, as 
halting points in a mother of pearl iridescence of light caught and absorbed by the 
carved surfaces of this vault. (Cf. Pl. LXIII, which illustrates a different and 
more compact unity of wall and figure, from the outside of the same temple.) 


PLATE LXV. . BRACKET-CAPITAL OF PILLAR (PART VIEW) 


Mandapa of Siva Temple in Ramgarh, Kotah, c. 1000 A.D. 


_ With the roof now missing, the flight of the Ganas on the capital, is in the 
open. But in their original context too their figures though forming part of the 
capital, are neither caryatids nor Kicakas. They are shown flying across the 
air from within the mass of the capital, and seem to have traversed its solid shape 
and emerged sturdy and intent on playing their music on flute and conchshell with 
their whole being which is made for this purpose. Reservoirs of air, their inflated 
bodies and cheeks, air-padded hands, fingers and locks, guarantee perennial power 
blowing the conchshell and playing flute. These wind-bags, with one leg tucked 
under, the other thrown backward and their second pair of hands raised as they 
dive into space, are propelled by a gale which torments the stone, agitates the air 
and penetrates both ; they form a ‘rajasika’ image of Ākāša, ether itself, which is 
present everywhere and whose quality is sound. 


PLATE LXVI. GANA 


Part of bracket-capital in the Mandapa of the Siva Temple 
in Ramgarh, Kotah. c. 1000 A.D. 


Emerging from between capital and bracket (cf. Pl. LIII), the general attitude 
of these Ganas is a diving into space. Pl. LXVI shows the four-armed image in 
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the process of emerging from the pillar and part of its architectural theme. Many 
of these figures—not shown in these plates—hare the face of an animal (for 
example in the Duladeo temple in Khajuraho). This belongs to the Ganas, in 
Indian iconography. 


v 


PLATE LXVII. LINGODBHAVAMURTI 


From Harasnäth, Sikar, Rajputana (27997! N, 75° 8 E); second half, 
Tenth Century. Central Rajputana Museum, Ajmer.* This image 
and the other sculptures from Harasnāth are of limestone. 


In the universal night a fiery pillar appeared above the waters. Other than 
the pillar there was no thing; it had no beginning no end. Brahmä flew into the 
Empyrean and failed to reach its top; Visnu dived into the depth of the sca and 
failed to find its bottom. The two great gods therenpon submit to its greatness and 
become the acolytes of the Fiery Pillar. The Fiery Pillar is Siva ; he reveals himself 
in its splendour. 


The stele is traversed in its middle by the Fiery Pillar. On the left 
Brahma is seen soaring upwards; he is also seen standing, 115 self-appointed 
mission unfulfilled, an attendant divinity of the Fiery Pillar. To the right 
of the Pillar, Visnu, blowing his conch, hurls himself downward with the same 
result; he becomes an acolyte of the Pillar and his standing image swings in the 
same rhythm as the image of Brahma. The top of the slab, the high region 
traversed by the pillar, is a palpitating mass of movement and its shapes are 
Hamsa-birds and celestial spirits. The vision of the flaming pillar has been given 
form in this image competently though not adequately ; the form is sleek and slight 
but succeeds in translating the Fiery Pillar into the trunk of the Tree whose 
branches are Brahma, Visnu and the celestial host. 


PLATE LXVIII. DANCE OF THE GODS IN INDRA’S HEAVEN 


Part of a frieze, Harasnath, Sikar, Rajputana, second half, Tenth century. 


_ “Siva, who is joy (harsa) is worshipped on the hill (called Harsa) by the 
joyous divine host, Indra and the rest, who praised him’’ (verse 7 of Inscr. of the 
year corresponding to 970 A.D.; on the top of the hill called Harsa; ‘Ep. Ind.’ 
II. p. 125; cf. ‘ASI, Western Circle’, 1910, p. 53). In the frieze of the 
drumming and dancing gods are Indra, seated on his elephant Airāvata; a warrior 
holding sword and shield, and an Apsara. The movement swavs and surges to 
either side of a standing god who holds a long lance and seems to have ushered 
in before Indra the warrior so that he becomes one of the dancers. 


, Photograph by a ‚local photographer, with the permission of the authorities, Central 
Rajputana, Museum, Ajmer. 
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Indra, enthroned in a posture of ease, the right hand raised in Abhaya-mudra, 
grants fearlessness; his left hand holds the Vajra. Small shapes surround him, 
Matali, his mahout, and companion spirits, Marut-like. 

The elephant’s trunk and the warrior’s legs are interlaced; the warrior’s is 
the largest movement; across the depth of the relief, he steps forwards into the 
line of the celestials. ‘Their dance vibrates, to the stamping of the feet, a suave 
tremor free from tension. 

“The architect (sūtradhāra) of this temple of Siva (Sankarabhavana) was 
Caņdašiva, the famed son of Vīrabhadra, omniscient like Višvakarman in the 
science of architecture’’ ($1. 43; cf. pillar inscription of the Mandapa of the Purana 
Mahādeo Temple; ‘Ind. Ant.’ XLII. p. 571). 


PLATE LXIX. THE WHEEL 


Part of a carved ceiling; from Harasnath; second half, 
Tenth century, Sikar Museum; Rajputana. 


The movement of the wheel is in the curves of the swords and bodies of the 
fighter spirits active on its rim. The centre of the wheel has the shape of a lotus. 
The end of a scarf, a pleated shape, is seen as if rushing through its hub. 
Cf. Sudargana Cakra, Pl. LAK; and Taim. Up. Brahmana”, I. 3.5. about the 
“total escape from this revolving universe through the hole of the wheel”. 

Around a lotus in a circle, figures of many shapes have been shown racing 
in Indian sculpture; animals seen and unseen, in the days of Barhut; cf. versions 
from Mohenjo-Daro showing movement around a centre whence it radiates. 

The style of these figures is close to that of similar fighting spirits in 
Khajuraho sculptures (Pl. XXIII) ; their ardour is of the same kind, but its carriers 
have less substance, than the central Indian sculptures. Delicate and with the 
grace of perfect manners, the sculptures from Harasnath show any theme as their 
own, in a compact density of form (Pl. LX VII), its vibrant animation (Pl. LXVIII) 
or ceaseless whirling rhythm (P1. LXIX). 


PLATE LXX. VISNU TRIVIKRAMĀ 


In Ghanadvara, Harihara Temple, No. 1; Osia, near Jodhpur 
(26° 18’ N, 73% 1/ E), Rajputana, about 800 A.D. 


Visnu, with three strides covers the whole universe. Incarnated as a dwarf, 
Vamana, he had asked Bali, King of the Asuras, for a boon; he wanted only as 
much land as to step on. This scene fills the right corner, at the bottom. Then 
he takes his strides across all space, a cosmic movement in which the image of 
Visnu is a counter-part in its own right, to that of Siva Nataraja. The thrust of 
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his left leg extends to the “Face above”, to Rahu (‘Visnudharmottara’ III. 
ch. LXXXV. 53-57). I 

The images of Šrī and Pusti (destroyed) link the the image with the architec- 
tural enrichments. 


The early mediaeval relief, if compared with the sculptures of the subsequent 
centuries, has the compact power of a ‘primitive’. 


PLATE LXXI. SHRINE NEAR SACIVA MATA TEMPLE, OSIA 


Near Jodhpur, Rajputana ; ०. 1100 A.D. 


This small Prāsāda is a model of clarity in the disposition and proportion of its 
architectural theme: (1) The socle, (2) the threefold horizontal division of the 
wall; its Vedikā, Jangha ‘and upper part, from which springs (3) the full curve 
of the Sikhara, repeated by its offsets in continuation of the vertical projections of 
the wall. The Bhūmis with their square corner Amalakas and the large crowning 
Amalaka are balanced in the architectural composition by the pediments above the 
‘shrine’ of the Parsvadevata on the Bhadras, and the large pediment in lieu of the 
Šukanāsā over the entrance to the Prāsāda. 


The Gavaksa net of the three inner offsets of this Pañcaratha-Sikhara, has its 
meshes assembled in a well knit pattern; its ‘centre pieces’ give definition to the 
diminishing Bhümis, on the edges of the superstructure. . Each Bhümi is clearly 
demarcated while all are united in the simplicity of this monument. The curve of 
the superstructure appears continued in the opposite sense by the proportionate 
projections of the socle ; convex in the Sikhara, it is seemingly concave along the 
edge of wall and socle; this effect is strengthened by accompanying shadows (on 
the left of the Prasada). 


PLATE LXXII. DEVATA; BROKEN IMAGE 


From the Nīlakaņthešvara (Guņešvara) Temple, Kekind (near Merta, 
26° 39 N. 74° 2 E.), Jodhpur, Rajputana. Tenth Century. 


jewelry, and their massing together in light and shade are qualities of Rajputana 

A compositional movement of assured richness is accompanied by long stretches 
of dull modelling. An adroit commingling of detailed shapes, drapery, girdles, 
ee find full scope in monumental architecture and the images carved 
on its walls. 
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PLATE LXXIII. PILLAR; PART VIEW 
4 Nīlakaņthešvara Temple, Kekind. Rajputana. Tenth Century. 


The brimming vase (Pūrņa-kumbha ; ‘Atharva Veda”, III. 12. 8; XIX. 53. 8; 
Kumbhalatā, ‘Silparatna’, XX VIII) with scrolls and pearl garlands, Kirttimukha- 
scroll devices above, and Sardiila-scrolls on top, add their meaning, power and 
beauty to the square and faceted section of the pillar. 

Precision and vitality are in each of the clear cut shapes from the lotus petals 
right at the bottom. Emphasis is given to the edges, where cascades of parallel 
and similar forms act as stages of one movement of outpouring from the brīmming 
vase. 


PLATE LXXIV. UPPER PART OF PILLAR „~ 
Nilakanthesvara Temple, Kekind, Rajputana, Tenth Century. 


The transition from the octagonal to the circular section of the pillar is effected 
with carved chains. Part of the surface of the pillar is left rough with chisel marks ; 
the smooth ground, the colouristic carving with its black shadows, and the modelled 
rhythm of the ring of flying Vidyādharas are some of the possible transformations 
of the shape of the pillar, into the sculpture of its several parts. 

The pattern of the flying legs encircles like a cord the round body of the pillar : 
the fillet on top of the Ganas is a simple shape; between these two rings are their 
raised swords and arms with “ardha-süci’ and “pataka hastas’, and the richer 
context of their sturdy little bodies and round heads. 


PLATE LXXV. HAMSAS AND LOTUS 


Part of a carved ceiling. Nilakanthesvara Temple, Kekind, Rajputana. 
Tenth Century. 


_ Luxuriant in the fulness of their shapes are the lotus plant and the birds in 
their triangular compartment which they fill to perfection, as parts of a monumental 
rhythin that swings in the circle on whose rim they rest. 


PLATE LXXVI. MANDAPA 


m 
दि 


Half broken ; part view, Somesvara Temple, Kiradu (near Barmer, 25° 45' N; 
71° 23’ E.) Jodhpur, Rajputana, 1148 A.D.* 


: „The slab of the bench (āsana) on which lies the full light of the sun, was 
originally shielded from it by the back of the seat slanting outwards. 


*H, C. Ray, ‘Dynastic History of Northern India’, vol. II, p. 926. 
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Above the level of the back of the seat and up to the swinging curves of the 
bracket capitals all architectural shape 15 within carved surfaces. "The figures and 
their composition are subordinated and belong to the architectural shape to the- 
same extent as their meaning in each detail, forms part of the whole temple. 


PLATE LXXVII. UPPER SECTION OF A PILLAR 
Kiradu, Jodhpur, Rajputana. Twelfth Century. 


The theme of the circular section at the top of the shaft of this pillar is made 
of ring and modelled shapes. 

In the upper row are Kirttimukha and Muktā-Varāla ('Samarāngaņasūtra- 
dhära’, LVII. 958), the latter forming, each time, a pearly bridge between the 
architectural mouldings, while the deep slits and dots in the Face of Glory have 
their continuation and flame in the design of the carved moulding above. 


The impetuous and disciplined upward rush—it has an oblique rhythm here 
—of the various hosts of Ganas or Vidyädharas in the lower row, and other similar 
groups (Pl. LXXIV), are amongst the minor themes of mediaeval temple sculp- 
ture in which is caught the movement in the atmosphere and the steadfast agitation 
in the heart of the Bhakta. 


PLATE LXXVIII. “IN THE JAWS OF THE MAKARA” 


Part of bracket-capital of a pillar, Kiradu, Jodhpur, Rajputana, 
Twelfth Century. 


The rotation of the grinding upper jaw of the Makara is given shape in a 
sculptural ‘architecture’ of arches beset with teeth and spiky frills. Wedged 
between teeths and jaws, a warrior holds himself erect with sword drawn, ready to 
smite the monster’s proboscis. Its flaming eye glares at him; so do the scrolls 
activated from wavy fin and curly necklace; their threatening shapes are ready to 
assail. The entire machinery of this monster Makara architecture,—though 
damaged,—is in full working order. The monster's eye is met by the unperturbed 
egg shape of the hero's head. I | 


PLATE LXXIX. YOUTH CARRYING A QUIVER OF ARROWS 


Fragment from Kiradu, Jodhpur, Rajputana, Twelfth Century. 


The wide sweep of the chest, its volume coerced by a pleated scarf, the elegiac 
bend of head and torso, the sweet apprehension in the broad blank face, the slow 


*On loan in the Victoria and Albert Museum, South Kensi १ h 
Indien Section, V and A. Museum, २ outh Kensington, London. Photograph, 
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caress of the curves over graded planes, and the quick rhythms of shadows belong 
to the complex structure of mediaeval sculpture in Rajputana. 


PLATE LXXX. BHISMA ON THE BED OF ARROWS 
1 


Carving on a ruined temple, Kiradu, Jodhpur, Rajputana, 
Twelfth Century. 


In the “Great war’’, Bhisma, the Dreadful, the self denying, devoted and wise, 
son of the holy Ganga, was pierced by innumerable arrows from the hands of 
Arjuna. Mortally wounded and sinking from his chariot he was upheld from the 
ground by the arrows and lay as on a couch of darts. He had the power of choosing 
the time of his death; he waited till the sun had crossed the vernal equinox. In 
these fifty-eight days he delivered the discourses which are known as the Book 
of Calm (Sänti-parva) and the Book of Precepts (Anusäsana-parva) of the 
Mahabharata. 

The deadly arrows which form Bhisma’s death-bed appear at the same time 
ee of light, and rays,—for the weapons are made from the body of the Sūrya, 
the Sun. 
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THE HUNDRED-AND-ONE TEMPLES OF THE 
‘VISNUDHARMOTTARA’ 


The Hindu temple had been fully given shape between the eighth and the 
twelfth centuries. In its leading types are compacted many forms of buildings. 
Each temple is an exposition of metaphysical knowledge and at the same time a 
potent residue of the shapes that had gone to its making. While it is the extended 
universe in a likeness and the form of the way that leads beyond it, it is also the 
collective shape of its own history. 

The residual quality of the structure has preserved many shapes of earlier 
temples and also of different buildings while others were by-passed or superseded. 
Those which became integrated were compacted, abbreviated and variously 
adjusted. 

Neither the temples in existence nor the groups of 20, 45 or 64 varieties of 
Nāgara and other temples, and of 96 Dravida temples of which Vāstuvidyā treats 
consistently, represent all the varieties of the Hindu temple. . Those preceding 
the beginning of the present era and the many which must have been erected in the 
first centuries of the first millennium, are known to some extent from their repre- 
sentation in—Buddhist—reliefs, etc. 

The ‘Visnudharmottara’, III. chapters LXXXVI-VIII, gives a genealogical 
survey of the shapes of the temples at the time of its compilation, after the seventh 
century, at an age when the fully compacted Hindu temple emerged. The last of 
these chapters treats of the proportions of the general type (Sāmānya Prāsāda) of 
which 100 different shapes are described in chapter LXXXVI while one temple 
only, the Sarvatobhadra, forms the subject of chapter LXXXVII. The norm of 
proportionate measurement differs from those of the Nagara temples compiled in. 
Chart I (p. 282A), the terminology too is partly different. The hundred and one 
possible shapes which followed the norm, are described vividly and grouped 
morphologically in eight main families. 

The Sāmānya Prasada (Ch. LXXXVIII) is divided in three equal parts, in 
its vertical section. They are: Jagati (Vasudha), the socle or platform; Kati, the 
wall, and Mañjari, the superstructure. Other names of the third and topmost part 
of the temple in the V. Dh. are: Talpa, Kita, Sriga, Valabhī and Sikhara. But 
for the last term, the various names refer to temples forming the first and the 
second group within the 100 temples. 

The Sāmānya-Prāsāda is set up on a square of 64 parts. On this Vastumandala 
the several zones of the plan of the Prasada are apportioned according to a module 
which is given by the height of the door. The width of the Garbha is 9/8ths of 
this, which is also the height of the Kati. The Jagati (Vasudha) projects from the 
Kati by half its height (9/16ths of the height of the door). The Vāstumaņdala 
is thus not divided according to the number of its parts. These give only the 
frame in which the plan of the Prāsāda is laid out. A considerable margin, it seems, 
was provided by this apportionment, for it is enjoined that the Jagati should 
neither be too narrow nor too wide (verse 9). 
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Seven-eights of the height of the door is the height of the image. Two- 
thirds of it are assigned to the image proper and one-third a pedestal. These 
proportions are identical to those of the "Brhat Samhita’. The triple division of 
the total height of the temple had also been incorporated in Varāhamihira's Norm. 
"This does not imply that the V. Dh. precedes the "Brhat Samhita’. Its standard 
norm however was known to Varahamihira. It is clothed in the ‘Visnudharmottara’ 
in a great variety of shapes (cf. ‘Bhavisya Purana’, I. CAKA. 18). 


The height of the door, it is repeatedly stated in the V. Dh., is double its 
width.‘ This too is in agreement with the norms of Chart I. The height of the 
door however as module of the building was not generally accepted in those Sästras. 
Excepting the ‘Garuda Purana’, 1. XLVII. 14-16, it is not included in their several 
norms of the 20 Temples.’ 


The correspondences of the proportions in the plan, to those of the vertical 
section of the temple, are also given differently. Several possible proportions 
of the door and the temple are indicated. The door which measures % of the 
Garbha is said to be auspicious and also the door whose height is 14 of the height 
of the Prasada. 


Amongst extant buildings, few seem to conform with the threefold division 
of the height and those that do belong to two widely distant countries ; the temples 
of Kashmir, of the eighth and ninth centuries, are relatively nearest to it; a 
high socle, the walls and the superstructure are the main parts of these temples, 
which, moreover, have four doors. Another group of temples, in Mysore, is known 
as Hoysala and is about three centuries later. 


THE FIRST GROUP. The several groups of temple shapes built on the basis 
of this norm are headed, in the first group (LXXXVI. 1-14), by the temple 
Himavan. Its superstructure, corresponding to the Mafijari, the ‘shoot’, is spoken 
of as Talpa or Kūta; its tapering shape has three storeys (bhūmikā); they are 
separated from each other by recesses (uccheda), wherein are placed, presumably 
at the quoins, square Amalakas. Each recess has for its enrichment a garland of 
lions (Simha-mála). The Bhūmikās have the shape of Bhadrapithas; they have 
several mouldings or courses. The temple has 4 doors, steps leading up to each. 


The gate house (dvärasobhä) of the temple Himavān had also a Kūta; Amalakas 
were placed in its first recess. 


If the Kūta has only two storeys, the temple being in other respects similar 
to Himavān, its name is Mälyavän. 
_ If the Kita is without any recess and ascends in an unbroken line, it is called 
Sriga ; a temple having this kind of superstructure is called Srigavan. 
This first group of temples is differentiated according to its superstructure. 
It has three or two Bhūmis or none; in the last instance its ascent is unbroken. 
This tapering superstructure is called Šrūga, in the ‘Visnudharmottara’. 


“The height of the 3 doors of the temple Triguna is however three times the width of 
each (LXXXVI. 32-33). 


3 > ‘Dyäramäna’, the measure of the door as module of the temple, has therefore not been 
"included in Chart I. है 
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THE SECOND GROUP. The temples of the second group (verses 14-20) have each 
a Šrīga for their superstructure; they are like the temple Srngavan but are dis- 
tinguished by having one or two Mekhalās, each. Mekhalā is a ‘zone’; its parti- 
cular connotation here is not given. The distance of the Mekhalä, its ‘gati’, from 
the walls of the shrine is however one-eighth of the Präsäda (verse 24). This is 
considerably less than the Jagati. The width of the Mekhali—in ch. LXXXVII— 
is one-third of the stair, i.e., a twenty-fourth part of the total width of the building. 
Mekhalā is thus a zone of varying width surrounding the Kati. Two Mekhaläs 
may mean that the Jagati is built in two steps so that one zone surrounds the body 
of the temple at a lower level than the other. A Prākāra or enclosure wall may be 
placed as a Mekhala (LXXXVII. 8. Nisadha and Vindhya are amongst the 
names of these temples and also Grha. The latter has one 51792 and one Mekhalä. 





THE THIRD GROUP. The third family of temples (verses 21-46) adheres to the 
triple division in the vertical. The Kati retains its name and position. Instead 
of the Jagati however it is now the Mekhalā which forms the lowermost third of 
the structure. Another substitution is, it appears, of greater significance. The 
Kata is replaced by a Valabhi. 

The first temple of this family is itself called Valabhi. Valabhī denotes a 
pitched roof having a ridge (prstha). Its slopes are on its four sides—it is a hipped 
roof—or on two sides only. On the ridge, three Āmalasārakas are placed. Attic 
rooms (garbha) or dormer windows (candrašālā) are on either side of the ridge. 

The temple, called Valabhi, is rectangular in plan, its length being thrice 
its width. 

The temples of this group have each one Mekhalä, the number of their doors 
depending upon their lengths. The latter is not fixed; it may be as one desires. 
Correspondingly, one of these temples is called Yathesta, “As you like it”?. There 
are many small chambers (garbha) in its Valabhi. 

Some of these temples have a door in each direction; others have three doors 
and, if the height of this particular temple is thrice its width, its name is ‘Triguna’. 

The description of the Valabhi temples corresponds to the well-known early 
relief representations in Sāūicī, etc., and also to the shape of the Bhima Ratha in 
Mamallapuram. It is however not possible to ascertain whether the slope of the 
Valabhi of these temples was curvilinear as it is in the above reliefs, etc., or 
whether their slope was straight as it is in buildings of the Malabar coast. 

To this group belongs, amongst others, the temple called Sikhara. It is 
described as having one door, its Garbha is enclosed by walls: it has no (distinct) 
lateral Valabhis, all its faces are connected (samyukta). 

The temple Kuñjara has to be noted for its destination; it was a temple and 
also a residential building for Turaga Brahmācārīs. 


3 Mekhalä in the ‘Samaranganasiitradhara’ denotes a moulding of the Vedibandha ; and 
also above the Jatghi (LVII. 26-7; 65, etc.; XLIX. 18). Kapotālī and Mekhalä are 
synonyms (cf. 64 and 26, etc). XLIX. 18, speaks of the Mekhalä between Mañjari and 
Stambha, i.e., between the pilasters and the superstructure. It has windows ; or the Mekhalā 
is in the Vedibandha and is described as decorated with dormer windows (candrašālā . LVII. 
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The temple Kuñjara, whose name is also amongst the Twenty Temples, is 
here described as a Valabhi structure. 

The main and primary shapes of temples are represented by the first three 
groups, of which the first two belong together. The one shape is that of a square 
temple having a one-pointed or peaked roof, while the other kind of temple has a 
ridged roof (Valabhi). This type of temple is not listed amongst the 20 Temples 
of the ‘Brhat Samhita’. The ‘Matsyapurana’ and particularly the 'Vi$vakarma- 
prakāša”, include it under the name Valabhicchanda amongst the Twenty Temples. 
The V. P. describes it as having three Sukanäsäs; the V. Dh. speaks of three 
Āmalasārakas. This particular temple, Valabhicchanda, is the first of the 
rectangular temples in the list of the 45 temples. Incorporations and adjustments 
of certain types by the different schools may be seen here; a transfer of names of 
the temples was however, it appears, resorted to only at a later phase in the forma- 
tion of the various schools of architecture. 


THE FOURTH GROUP. The fourth group of temples (verses 47-77) is more 
complex than any of those preceding it. These temples have a tapering super- 
structure in two storeys, like Malyavan of the first group, but instead of being 
peaked, the roof is ridged. 

The Valabhi of group three appears placed on top of a building of group one. 
These buildings are related to extant temples, such as the Nava-Devi temple in 
Yagesvar (Almora District), the Vaital Deul in Bhuvanesvar, and the Telika- 
mandir in Gwalior. The ridge may be breadthwise (äyatä) or the Valabhi is placed 
at a right angle (tiryak) to the façade of the building. The former type of temple 
is called Bhadra, and the latter, having the entrance on its narrow side, is known 
as Dvārapāla. The temple Gandhamadana belongs to this group, and also the 
temple Guha, which is oblong in shape. 

Two temples of this family moreover embody in their plan their iconographic. 
function. These are the temples Kamala and Garuda. 


Kamala is a Trikūta temple, it has three Bhūmis in its superstructure—like 
Himavan—and an Āmalasāraka which implies that its point is peaked ; its Valabhi 
is not mentioned.* The Prāsāda Kamala has eight Garbhas and doors in the eight 
directions. It has one Mekhalä. 

Garuda is a rectangular building; it has no Valabhi in the East, its entrance 
side, but its shape there resembles the temple Turaga. Attached to it and raised 
from its high Jagati are two small lateral shrines, having ridged roofs and facing 
North and South. The ridge of the main building is from East to West and that of 
the small wings or lateral (pāršva-Prāsāda) shrines, from North to South. 


The eight-fold and the triple temple have each their particular dedications. 


THE FIFTH GROUP. The fifth group of temples (verses 77-81) are most parti- 
cularly Linga temples, not only because they house a Linga (as the temples of the 


* If it had a Valabhi it might have had the shape of a dome in eight sections. The three- 
storeyed superstructure would have been crowned by an octagonal dome and an Amalaka 


above it. Cf. the temple Trivistapa, S.S. LVII. 702-706 ; it has eight Garbhagrhas and four 
Valabhīs, U 
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second group also, verse 19) but because they themselves have the shape of a 
Linga. They would thus be circular shrines; one might think of the Maniyar 
Math in Rajgir. These shrines have from one to three Mekhalās, they have a 
ridged roof (Valabhī) and one of these temples, called Sarvakīta, has a Kūta and 
Valabhī. f 


THE SIXTH GROUP. The sixth family of shapes (verses 82-88) is related to 
the third, the group Valabhī. "The temple Caturasra, whose name and description 
—of a different kind—are given amongst those of the Twenty Temples, is here 
alike to the temple Valabhi, though its shape is square (caturasra); it has 
no Mekhala. 

The other temples of this group are distinguished by the absence of doors and 
front wall; they have pillars instead ; temples of this kind should have from one to 
three Mekhalās or none. All these temples are like assembly halls (sabhā). 
Temples of this type are also known from Barhut reliefs. 

These particular ‘hall’ temples however are not the only derivatives of the 
third group. 

The temple Caturasra too has the same lineage. Several of its varieties are 
enumerated. They form the connecting link with the following group. 


THE SEVENTH GROUP. The seventh group (verses 89-100) is of particular 
interest. In it occur most of the names of the temples in common to the ‘Visnu- 
dharmottara’ and the lists of the Twenty Temples. 

The ‘Visnudharmottara’ begins this group with the simplest type of temple, 
called Grha. It is a square, one-storeyed house (8179) ; Laksmi should be installed 
therein. The Draupadi Ratha in Mamallapuram would come near this type if its 
roof could be considered as one of the shapes of the Valabhi,’ and if the triple 
division of the height, in Jagati, Kati and Talpa is not considered binding in this 
group. The latter indeed seems implied in the description of the following repre- 
sentatives of the seventh group of temples in the ‘Visnudharmottara’ of which the 
temple ““Many-storeyed”” or Bahu-Bhümika is the first. It should have as many 
storeys as is desired (yathesta) and is of the type of the temple Yathesta (verse 42), 
that is, it has a ridged roof or Valabhi. 

While the number of Bhümis is left to the discretion of the builder of the 
temple Bahubhūmika, it is given explicitly in the temples described subsequently. 
They are 12 in number and their storevs are from 12 to one respectively, Meru 
having 12 storeys, 6 sides (asra) and 4 doors. Its description agrees with that in 
the lists of the Twenty Temples. It might, however, be thought of as crowned 
by a Valabhi. 

The names of the temples having from 11 to 1 storey only, are respectively : 
Šuktimān, Mandara, Pariyatra, Alaka, Vimäna, Nandana, Pañcata, Catus- 
kaka, Tribhúmi, Dvibhūmi and Ekabhūmi. But for the names of Mandara, 
Vimāna and Nandana (see Chart II, p. 270A) where they are given in some 
instances the same number of storeys, the names of this series of temples are not in 
the lists of the Twenty Temples. 


* Cf. the temple Kamala whose crowning dome shape might have had eight sections. 
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Classification of the temples according to the number of their storeys is the 
rule in South Indian Vāstušāstras. There the one storeyed temple makes the 
beginning. In the Nāgara schools the 12 storeyed temple heads the list which, 
excepting in the V. Dh., is incompletely given. 

If a temple of this kind is circular it is called Samudra. Nandin also is a 
circular Prāsāda of this family. It is described as having 8 Paricchedas, which 
means 8 recesses in its Kūta, or 8 Bhūmis, each recess having Āmalakas. 

Guharāja is described as long, which may mean its plan was elliptical, and 
like a cave in shape.’ I 

Vrsa is a circular temple of this group with one unbroken, tapering super- 
structure ($rnga). It has two Mekhalās. Similar to Vrsa, but of different shape 
(ākāra) are the temples Hamsa, Ghata, Simha and Maņdapa; their names indicate 
their respective shapes of swan, pot, lion and hall. Whatever these may have been, 
by name, at least, the temples of the seventli group are represented in good number 
amongst the Twenty Temples (Chart II). 

The temples of the seventh group are introduced by the temple Grha, the house 
shape, which has a ridged roof or Valabhī. Grha, however is also the name of 
another kind of temple (verse 15) whose roof is a Sriga. These two prototypal 
temples, called ‘houses’ seem to have had the one a peaked roof and the other a 
ridged roof. 


The V. Dh. does not say whether the tapering superstructures of the temples 
of these seven groups were rectilinear or curvilinear. Its Bhūmis were divided by 
recesses and Amalakas were placed there. These temples thus would conform with 
Type IA or also with Type II. The Bhūmis however are nowhere described as 
actual storeys, or as having their shape. They are not those of Dravida temples. 


THE EIGHTH GROUP. The eighth group (verses 101-111) comprises temples 
whose Mandapas are essentially part of their plan. The temple Kailasa heads the 
list. It has 5 Sikharas, 4 Mandapas and 4 doors. The Mandapas being in the four 
directions, the entrances at the cardinal points, this cross shaped temple would 


“The V. Dh. assigns 12 storeys to Mandara, whereas ro would obviously be the correct 
number in that list. Mandara has ro storeys in the Br. S., and 12 in M.P. 

7 A temple, called Guha, belonged to the fourth group (verse 59); the temple Grha 
however is the first of the seventh group. The alternative names Guharāja (Br.S.) and 
Grharaja in the other early lists of the 20 Temples seem to go back to older classifications 
of which the ‘Visnudharmottara’ has preserved some traces. 

Guha, moreover, occurs more than once in the name and constitution of the temples in 
i V. os Suguha (verse 121) ; and another temple possibly called, and being Triguha 
verse 122), 

In the description of the temple Sarvatobhadra (LXXXVII. ro), the small corner shrines 
of the central Prāsāda are described as Garbhaguhas and Prāsādas. Similarly, the chapels 
of the rampart are the Garbhaguhas of the enclosure (Prākāra). 

Guha thus in the V. Dh. is an equivalent of Grha and denotes the Garbhagrha. Its 
meaning as Cave is implied in this identity. It might, besides, in the V. Dh. have connoted 
‘an oblong shape. 

Kuhara, which means a cavity, may denote an interior opening or also its demarcation 
on the outside of the temple. The inner hollow of the Sukanäsä, the round niche in which 
an image is carved, is a Kuhara. 
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have one central Sikhara and each Mandapa would have a lesser Sikhara of its own. 
The shapes of these Sikharas are not given.’ 

A temple Trikūta (see the first group) however also figures in this list and the 
temple Saumya which has one 81729. 

The main temple of the eighth group is the temple Rajaraja. It has one lower 
and wider Jagati which is as high as the knee, below, and in addition to, the Jagati 
proper, whose height is one-third of the Prasada. This is, as usual, also the height 
of the Kati. The Sikhara is described as having a Kuhara, the ‘cave’ or niche 
of the Šukanāsā. Connected with this temple and forming one consistent 
plan, is its Mandapa. Similar small temples are attached in the four corners to the 
main temple. They too, have each a Mandapa. All these temples are supported 
by the high Jagati; steps lead up to it. 


Further combinations of shrines and Mandapas have each their specific name. 
The variations are given by the presence or absence of Mandapas in the four direc- 
tions, by the presence or absence of Sikharas on the Mandapas and by the number 
of Mandapas or shrines at the bottom of the steps. 

The temple Surarät for example has 4 shrines in the intermediate directions 
and 4 Mandapas in the main directions, each of these has a Sikhara; the central 
Prāsāda has a Mañjari. 

These combined and centrally planned temples would correspond to certain 
Jain temples on the one hand and to the Hoysala Temples of Mysore on the other, 
both of which date from c. 1100 A.D. onward. The V. Dh. appears to describe 
some of their ancestral plans; the height of the Jagati, the existence of two Jagatis, 
the shrines on either side of the steps, an approximation to the triple division of 
the height of the temple, all these belong to the temples of the Hoysalas. 


Further shapes of temples are specified (verses 111-128). Following the eighth 
group, they do not form a particular group. The temple Sāmānya is conspicuous 
by its name. It has one Sikhara. Another temple is Suguha; it has a Guha at its 
back. It is followed (verse 122) by the Prasada Triguna (cf. verse 33) which may. 
be a misnomer for Triguha : it has three Gunas (Guhās?). Further combinations 
of the various constituent elements are given each their own names: a pillared 
Himavan is called Nandaka (verse 128), etc. 

Chapter LXXXVI of the ‘Visnudharmottara’ gives a genealogy and morpho- 
logy of the temples in which the main now extant types are not included. It begins 
with simple shapes and their combination; certain ancient forms of buildings are 
recognizable. 

These form the first, second and third group. There the triple division 
in the vertical is firmly adhered to. The door, it appears, is an ancient module, 
and was superseded in the temples by the main norms (Chart I) which are based 
on the width of the temple or on the height of the image or Linga. It may be 
surmised that the door as module had played its part in the construction of houses. 


* The term Sikhara, denoting the superstructure, does not occur in the seven preceding 
groups, A temple, called Sikhara, belongs to the third group. 
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The transformation of house shapes into those of temples can be followed, specially 
in the third group. The temples are however not ‘derived’ from the shapes of 
houses ; they are on the contrary employed for the purpose of the temple so that by 
looking at the temple man may be liberated from all his shortcomings and attain 
release (LXXXVII. 63). 

In their elevation, the complex shapes of the fourth and the following groups 
show combinations of peaked roofs and ridged roofs. They form the tapering 
superstructure. The ridged roof (Valabhi) however is absent from the eighth 
group which is representative of the temples which are particularly those of the 
‘Visnudharmottara’. A whole chapter (LXXXVII) treats of one temple which 
conforms with the main characteristics of the eighth group but is of greater import- 
ance even than the temple Rajaraja. It is complete in its parts and is the architec- 
tural shape of its iconography. In this respect the temples Garuda and Kamala 
preceded it genealogically. 





Sketch of the plan of the temple Sarvatobhadra 
(V. Dh. III. LXXXVII) 


. SARVATOBHADRA. The temple Sarvatobhadra (proportions not given) is 
raised on a broad, square terrace (jagatī). It is enclosed by a rampart (prākāra) 
of chapels, a cloister of twenty-four Garbha-guhas (verse 42). It is approached 
on the four sides by stairs flanked by two small shrines. Similar in shape to these 
Damstras or Devakulas are 4 chapels (devakula) in the corners of the terrace. 


$ a ae steps terminates with a gate-house. Immediately behind the 
astern. gāte-house is a Sāmānya temple; a Garbha-Mandira, it has no Mandapas 
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but is flanked by two Himavän temples. By its position the East-West axis of the 
plan is given special importance. But s: it the temple Sarvatobhadra and those 
of the eighth group are centralin plan. The main temple which occupies the central 
position, the Sarvatobhadra temple proper, has its square Garbhagrha surrounded 
in the four directions by Mandapas. Each of these has four doors. In the corners 
of the Garbhagrha 4 small Garbhagrhas are inserted ae correspondingly, 4 small 
shrines are placed in the corners between the Mandapas. T his cross shaped, central 
and radiating building is surmounted by a cluster of nine Sikharas corresponding 
to the four Mandapas, the four small corner Prāsādas and the central Grabhagrha. 
The central Sikhara is higher and dominates the eight surrounding Sikharas. The 
8 Sikhares have Kuharas, or Sukanäsäs in the eight directions; all the Sikharas 
are rich in Amalasärakas, Jālas, Gaväksas, (lesser) Kuharas; Cakras (wheels) and 
flags complete the crowning glory of this temple. Around the central shrine 
beautiful tanks are laid out on the terrace. 

The temple Sarvatobhadra of the V. Dh. is the foremost of its ““Mandapa- 
temples’’. In this type of the temple, a central disposition shows welded in one 
plan the Garbhagrhas and the Mandapas. ° 


The Mandapa originally was a separate structure, of which twenty-seven 
varieties are known to the 'Višvakarmaprākāša (VI. 124-37) and the M. P. The 
Mandapas have from 12 to 64 pillars, the plan of the Mandapas is three sided, 8 or 
16 sided or circular. By a slow process, Prāsāda and Mandapa became united in 
the temples whose axial plan is bilaterally symmetrical (pp. 255-57). The central 
symmetry of several Mandapas grouped around a Prāsāda or a cluster of Prāsādas 
had acquired several shapes which seem to represent the flower on the ancestral 
tree of the temples of the ‘Visnudharmottara’. 

There are 10 descriptions at least of the Sarvatobhadra in the various Sästras. 
The ‘Visvakarmaprakäsa’, VI. 88-89, and the ‘Matsya Purana’ speak of its 16 
sides (asra) and the large number of Šikharas. This laconic account suggests a 
central projection (bhadra) on each of the four sides, which would have three 
sections, each less wide than the preceding. The ‘Samaränganasütradhära’ 
explicitly describes the central projection having such sections (SS. LVI. 131-32. 
LVII. 783-86). 

The ‘Brhat Samhita’ LV. 27, gives the width of the square temple Sarvato- 
bhadra as 26 Hastas. It has four doors in the four directions, a large number of 
Sikharas, a large number of Candrasäläs and 5 storeys.’ 

The ‘Samaränganasütradhära’ has much to say about various kinds of the 
Sarvatobhadra. In chapter XLIX. 107, the plan of this building has a certain 
affinity with the Sarvatobhadra of the V. Dh. for it includes Präsädas in the corners 
(Karna-präsäda) whereas the earlier texts seem to refer to one building only without 
the addition of subservient structures. The Sarvatobhadra of SS. XLIX, however, 
has no further resemblance to that of the V. Dh. It is like the other temples of 
that chapter, a ‘hall temple’ consisting of a small centre (devakostha) over four 


१ Sarvatobhadra is not only the name of several varieties of the temple in the Šāstras, it 
is also the first of the ‘4 room’ buildings ¿.e., having 4 wings (Catussälä-Grha), described in 
the ‘Brhat-Samhita’, LII. 31, Nandyävarta, Vardhamäna, Svastika and Rucaka, being the 
others. It is ft for ‘kings and gods’. 
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ts out of the 100 parts of the square field (ksetra) of its total extent which is 
ee a Alindas with their pillars, etc., and Prāggrivas of 
the facades. The Prāsādas of chapter XLIX are not exclusively temples. They 
form part of royal establishments where their plan is adopted to various uses which 
are described in chapter LI. | Está ir 
| arvatobhadra, however is one of the eight temples (chapter de to which a 
E was superadded (9. 284). The Sarvatobhadra of SS. XLIX has a different 
structure than the temple of that name in V.P., M.P., and Br. 8. In 8.8. LIT. it 
is assimilated to them, and also further assimilated to the Sarvatobhadra of the 
V. Dh. 

The Ksetra of 100 parts however is occupied also by other varieties of the 
Sarvatobhadra, in the S.S. In each of these the Garbhagrha extends over 16 squares 
out of its 100 squares (LV. 28-31) ; certain kinds of the Sarvatobhadra are Sāndhāra 
temples, the width of their inner ambulatory, of their inner and outer walls being 
equal to the side of the square (i.e., the side of the Ksetra being 10, that of the 
Garbhagrha is 4, and 1, 1 and 1 respectively, are the Bhitti, Andhakarika and 
Bahyabhitti; LVI. 128-40; LVII. 781-99; LEX. 28-40; LX. 59-66). 


In this Talacchanda, however, there are slight variations in the rhythms on 
he Vinyasa and Paryanta Sūtras: The Bhadra, the central projection is 6 parts 
out of the 10 in width, and projects only to half a part (LV. L. c.); whereas in LVI, 
its width is 5, its projection 2 parts at the centre and at each side it extends over 
34 part; its projection there is correspondingly less. In LVII, the pillared Bhadra 
is 6 parts wide and projects 1% parts; or, there are 2 Bhadras, one in front of the 
other. 


The variations in the plan are accompanied by variations of the vertical propor- 
tions. These are given most completely in LVII; the width of the Ksetra being 10, 
the socle, Pītha, has 214 parts; the lower part of the wall, Vedibandha, has 2% 
parts of which the mouldings, etc., are allotted: Kumbhaka 1, Masūraka %, 
Antarapatraka 74 and Mekhala 74 part; the Janghä here is assigned only 4 parts, 
the Sikhara 7, Grīvā 74, Amalaka (Andaka) 1, Padmašīrsa (Candrika) 14, and 
Kalasa (or Kumbha with Usnisa) 1%. The total height is more than double the 
width of this Sarvatobhadra temple. It has Candravalokanas in its Bhadras. This 
temple belongs to a list beginning with Meru; also the Sarvatobhadra of ch. LV, 
whose proportions are not completely given; but for the Jaūghā which is assigned 
5 parts, they are nearly the same, Mekhalā-Antarapatra having each 4 part. 

The Sarvatobhadra of ch. LVI, belongs to the series of temples beginning with 
Kesari; it stands on a Jagati-pitha which is half the width of the temple 
high; the width of the Jagati is twice that of the Präsäda. The wall of this 
imposing S is similarly proportioned to that of other Sarvatobhadra 
temples. "The Janghā is assigned 5 parts (as also in LV) and, above it, the Mekhala 
36 and the Antarapatra % part. This temple has 8 storeys (bhümi). It can be 


built in 3 sizes of which the least has a width of 15 Hastas, the middle c. 27 and the 
largest 87 Hastas, 


Second in a series, headed by ‘Vimina’, is the Sarvatobhadra of ch. LIX, the 


height of whose shoulder course (skandha) is 2 "i t ino 
10; it has 9 Bhūmis. (skandha) is 20 parts, the width of the temple being 
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In chapter LX, which treats of Nägarakriya Präsädas, the 3 sizes (jyestha, 
madhyama and kanistha) are 26, 18 and 10 Hastas respectively, and in ch. LXIH, 
the description is similar to that of the ‘Brhat Samhita’; 5 storeys, many Šikharas 
and Andakas, and Bhadrasälä are mentioned there. 


Besides these, ch. LVI. 105, shortly describes another Sarvatobhadra temple, 
of a ‘mixed’ type (Misraka Prāsāda) whereas in ch. LXI, 56-61, Sarvatobhadra 
is one of the ‘rhythms of the floor’ (talacchanda), one of the ground plans of a 
Drävida temple, whose walls, divided into 28 parts have a $älä of eight parts in the 
centre, on each of its two sides are two Kütas, each of three parts, and between each 
two projections is a recess (saliläntara) of two parts. This applies to a temple 
without inner ambulatory (Nirandhāra); the proportions of the Sändhära- 
talacchanda are not specified in ch. LXI. 


All these temples are Sarvatobhadra, for they have not only a ‘bhadra’ on each 
of their four sides, but it has a relatively great width, or projection, or both. 


The Sarvatobhadra is the one hundred and first, the temple of temples of the 
‘Visnudharmottara’ ; the description of 100 temples precedes it. Sum total of the 
groups that had gone to its making, it is closely allied in plan to temples 
in Kashmir (Avantisvami Temple) and Mysore (Kesava T., Somnathpur). The 
Alamkāras or adornments of its superstructure however, the Amalakas, Gavaksas, 
Jalas, etc., are not seen on the temples of Mysore and, excepting the Amalaka and 
a modification of the Gavāksa, they are absent from the temples of Kashmir. 
Where in reality the Sarvatobhadra of the ‘Visnudharmottara’ was built and when, 
cannot be said as yet. 


THE ICONOGRAPHY OF THE TEMPLES OF THE VISNUDHARMOTTARA 


The iconography of the Visnu temple Sarvatobhadra is given by its plan. In 
the main Garbhagrha, facing the main directions, are the four aspects of Visnu; 
their 8 Saktis are assigned to the Garbhagrhas at the corners of the main 
Garbhagrha. Four of the Avatars of Visnu occupy the small temples in the corners 
of the Jagati. 24 gods are stationed in the cloister. Two groups of them are given : 
the one, headed by Garuda comprises the weapon-divinities or Ayudhapurusas of 
the respective forms of Visnu. Ananta, Makara, and the Kaustubha Jewel are also 
amongst these gods. The other series of divinities does not comprise the properties 
and faculties of Visnu but surrounds his presence with all the powers of knowledge 
embodied, from the Gayatri and the Four Vedas, to Samkhya and Yoga, Paäcarätra 
and Pasupata, and includes the 5 Mahabhitas. 


In the 8 small shrines below the high platform, at the side of the steps are the 
Pratiharas, the door keepers of Visnu, or the 8 Planets are installed there or the 


1° Amongst the Cauñsath Yoginī types of temples, the one in Mitavli, Gwalior, c. 11th. 
century (ASIAR. 1915-16, Pt. I. p. 18) consisting of 65 (!) cells in its round enclosure and a 
circular central temple having a Mandapa, would correspond to the Sarvatobhadra more 
closely than the other hypacthral temples of this kind. 
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Guardians of the eight regions. The V. Dh. gives preference to the Pratiharas for 
ira ZEM the Dikpalas and Planets” (LXXXVII. 37). A similar identification, 
that of the stars and the Pada-devatās of the Vāstumaņdala is also given in the 
V. Dh. (p. 32). The gods of the Västumandala have their images or those of their 
lieutenants set up in the temple, at their proper place. The re-duction of the 
iconography of this Visnu temple to that of the Vāstupurusamaņdala may be seen 
not only in the presence of the 8 Dikpālas or their substitutes but also in the 
number of the divinities which, counting the 4 central images as aspects of the 
one Visnu—is 45, the number of the Vedic gods of the Vástumandala.” 


Any temple, however, of any shape, planned according to the Västumandala, 
incorporates in its shrines and innermost sanctuaries,—or In its walls around the 
one and only Garbhagrha—the eight directions of space and their presiding 
principles; it is a place of manifestation of the बल forms of the eightfold 
principle such as the Asta-mūrti of Šiva, in the temple Kamala. 


Equally significant however with this reduction of a specific iconography, and 
its architectural plan to that of the underlying Västumandala, are specific shapes 
of temples which belong to definite divinities. The Siva temples, housing a Linga 
(the fifth group of temples) are foremost amongst them. Nonetheless, the second 
group, the 81784 temples, small square shrines having a peaked roof were also 
Littga shrines (verse 19), though not exclusively as they could be dedicated also 
to all the other gods (verse 17). 

The Valabhi temples, on the other hand, had a more spacious interior, those 
forming the sixth group were supported by pillars, and had an open front. The 
temple Valabhi itself, thrice as long as it was wide, had three Amalakas on its 
roof. They were made to correspond to the presence of a ternary of gods in the 
interior; Brahma, Visnu and Siva, or Visnu, between Sun and Moon, were thus 
installed. The Valabhi building, however, by its very shape, is accommodating ; 
more than a ternary of images or also but one image can be housed there. Thus 
other Valabhi temples are described as housing groups of gods, the Mothers, 
Planets, Stars, all the 12 Suns, 11 Rudras, 8 Vasus, 8 Dikpälas, etc. The Valabhi 
temples were adjustments of actual houses or of halls (sabhä) ; they left no lasting 
mark on the Hindu temple.” Their roof however, as it were, was lifted from them 
and raised to the third, fourth and twelfth storey on the temples of group seven; 
this position the Valabhi holds to this day also on South Indian Gopuras. 


_ A specific shape of the temple, as closely connected with the shape and name 
of its deity as are the Liga temples, is the temple Garuda. It resembles the bird 
Garuda having two wings: these have the shape of attached shrines; the main 
building of the temple forms the body of Garuda, the Sun-bird, who carries Surya, 
the Sun. The temple here has the shape of the Vahana and thus is similar in its 


function of conveying divinity to those temples which were built in the likeness 
of the chariots of the gods. 


_ The Sun temple Garuda houses the image of Sūrya, in the central building. 
It is flanked in the lateral shrines by Danda and Pingala or by Saturn and Yama 


1: No divinities are assigned to the Garbhamandi d i i ā i 
2 Webbie ne ES SL eye ıra and its lateral Himavän shrines. 
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or by Kešava (Visņu) and Šiva. This is its primary destination. In it however 
other gods too were enshrined and their ‘lateral’ divinities. They are: Candra the 
Moon, Kāma, Indra, Vama, Varuņa and Kuvera. They are connected with and 
thus are substituted for Sūrya. Garuda himself, the Bird form and Vähana of 
the Sun, has also his image enshrined as the main divinity; he is flanked by 
Kāšyapa and Vinatā. i I 

Sūrya and his attendants are substituted not only by gods of the family of the 
Sun but by one of the three great gods, Brahmā, Šiva or Vāsudeva and their 
lateral divinities. Vasudeva may be accompanied by Rudra (Šiva) and Brahma 
or also by Garuda and Ananta or also by Garuda and Aruna, the Vahana and the 
Charioteer of Sūrya. 

To whichever god the temple Garuda is dedicated, it is a temple of Sürya 
who shines in all these images. Dharma in the main temple and Artha and Käma 
in its wings may also be worshipped in this temple the purpose of whose construction 
like that of any temple is to attain Moksa (“Visvakarmaprakäsa’, VI. 10). 

The relation of the shape of the temples and their dedication at the age of the 
‘Visnudharmottara’,—at a date from the seventh century but prior to the 
“Samaranganasútradhára”, are manifold. Specific shapes of the temple were dedi- 
cated to specific gods: the Siva Linga temples of the fifth group and the Laksmi 
shrine Grha of the seventh group. Shapes specifically designed for a particular 
god were also used for other deities: the temple Garuda. House or hall shapes 
were used as places of image worship: the ‘sabha’-shaped temples of group three 
and the sixth group. The temples were laid out in conformity with the Västu- 
purusamandala and were thus suited for dedication to one particular deity and his 
aspects : the Visnu temple Sarvatobhadra, or to different gods and their aspects : 
the temple Kamala. 

Several traditions are represented in the V. Dh. Some of them are also 
embodied in other accounts. The 20 temples of the “Visvakarmaprakä$a’ were 
destined to enshrine a Linga (VI. 106-7). They have the same purpose in the 
‘Matsyapurana’ which however adds—from another tradition—3 further names to 
the 20 temples. Two of them, Valabhicchanda and Grha—both of them described 
in the V. Dh. are temples of Gauri, in the M.P. The selfsame 20 temples in the 
‘Brhat Samhita’ however house an image (pratima, LV. 16). 

The V. Dh. does not, as a rule, give the dedication of those of the twenty 
temples which it describes. - 

The shapes of the 20 temples in the ‘Visnudharmottara’ are composite and 
complex ; they do not convey any definite dedication and were used as Siva temples, 
or images were enshrined in them, according to the various needs of devotion. 


Thus, concluding its chapter on the temples, the ‘Garuda Purana’, I. XLVII. 
35 f, sums up the position: “411 these temples are different from each other in 
construction, shape and measurement; some have a socle, others are without it. 
The temples are built according to the different images. Due to different traditions 


२३ The ‘Vigvakarmaprakaga’ does not include these names in its enumeration but adds 
the description of Valabhicchanda and Srivrksa (VI. go and 106). Grha and Valabhicchanda 
are temples of the Goddess, also in the V.Dh., either of them is dedicated to Laksmi ; 
Valabhicchanda is also dedicated to Durga as well as to Brahma, Visnu, Siva, ete., etc. 
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(‘samskara’, in which are comprised the schools of architecture and the influences 
g 3 भी ` ñ 
that acted on them) and on account of the differences in shape and name there exist 


१? 14 


many different Prāsādas of the Gods’. 


THE POSITION OF THE VISNUDHARMOTTARA IN VASTUSASTRA 


These differences constitute the wealth of the form of the temples and are its 
resources. Heterogeneous and many as they are the knowledge of their use, the 
science of architecture, has but one source. It is in God who reveals it to a Sage 
and who transmits it to his successor. Šiva is the fountain and origin of the science 
of architecture, or Brahma or Visnu. This is how Agamas, Puranas and 
Vāstušāstras tell of Vāstuvidyā, which, being auxiliary to the Veda, is part of the 
primordial Knowledge. The sequences of the preceptors and the schools which 
they represent lead each on the one end into a particular province and phase of 
temple building activity, while by the other end they converge in the primordial 
Knowledge and in God for whom the temples are raised on firm ground. 


In the majority of the Vāstušāstras, Siva who has also taught the 64 arts to 
Garga (p. 48)—is the source whence Vāstuvidyā, the science of architecture, is 
revealed, as in the ‘Vi$vakarmaprakäsa’, I. 3-4; ‘Agnipurana’, chapters XCIX f; 
in the ‘Mayamata’, ‘Kä$yapasilpa’ and ‘Manasara’, whereas it is Brahma in the 
selfsame “Vi$vakarmaprakäsa’, XIII, 108 f, in the ‘Brhatsamhita’ and the ‘Isina- 
Sivagurudevapaddhati”. 


Visnu, in his Matsya Avatar, imparted the science to Manu. The names of 
its 18 preceptors (p. 141) are given in the same passage of the ‘Matsyapuräna’ 
(CCLII. 2f.)”* In Visnu (Hayagriva) the ‘Hayasirsapaficaratra’, has its origin 


** The margin for differences in the dedication is wider even than that for the orientation 
of the temples (p. 233). While the underlying principles of the latter are recognizable in most 
of the texts—the “Agni Puräna’, XXXIX, of. being in agreement with S.S. and 1.P.—, the 
‘Visvakarmaprakäsa’, VII. 107-10, and the ‘Matsya Purana’, CCLXX. 31-4, amongst the carly 
sources, assign Visnu Jalašāyin to the North-East and Srinivasa (Laksmi) to the West. Nandin 
however is in front of the temple, or in the East, and as these texts treat of Šiva temples 
a the usual position of Siva is ceded to Visņu, and his place in the West is occupied 

y Laksmi. 

15 The following names of the eighteen Preceptors are associated with extant treatises: 

Atri: 'Samūrtārcanādhikaraņa” or ‘Atreya Tantra’. 

Visvakarman : 'Višvakarmaprakāša'; cf. also M.S. (RASB. No. 7845) ; "Vāstuptakaraņam' 
(Višvabharati Library, Shantiniketan ; cf. Ph. N. Bose, ‘Silpa Sastram’, Punjab Oriental 
Series, vol. XVII ; introduction). Cf also Acharya, ‘Dictionary’, s.v.—'Aparājitaprabhā", 
Ms., RASB. II. 1. 63. 

Maya: ‘Mayamata’, etc. cf Acharya, op. cit. 

Narada: ‘“Västuvidhäna’, “Näradasilpasästra’ (Adyar, IX. J. 33). 

Sukra: ‘Sukranitisara’. 

The names moreover of the following preceptors out of the eighteen names in the 


"Matsyapurāņa” are referred to in extant Vāstušāstras as authorities on which the respective 
treatises are based: 


Bhrgu : ‘Hayasirsapaficaratra’, I. 3-4. 
Atri (Atreya) : ‘Agni Purana’; ‘Brhat Samhita’, Commentary. 


424 


APPENDIX 


and also the earlier chapters of the ‘Agnipurana’ (XXXIX f). They begin with 
the words: ‘‘Hayagriva said.” 

The 'Višvakarmaprakāša” thus represents two traditions, the one (I. 3-4), 
originated in Siva and transmitted to Parasara, Brhadratha, Visvakarman and to 
his pupil, who compiled the V.P., and the other (XIII, 108 f), originated in 
Brahmä and imparted to Garga who transmitted the knowledge to Parāšara. 


Within the second tradition is, in the main, Varähamihira’s summary in the 
‘Brhat Samhita’. His account is based on Garga (LV. 31), but also on Manu. 

To Manu, in the ‘Matsyapuräna’ the science was imparted by Visnu; it is in 
almost complete agreement with the ‘Visvakarmapräkasa’ and, though uttered by 
Visnu pertains exclusively to Siva temples. 

The manifold interconnections within these texts are shown as much by their 
statements as by the names of those to whom they are attributed. 

In the “Visnudharmottara”, III, chapters LXXXVI1-VIII, it is Markandeya, 
who instructs King Vajra in the science of architecture. Markandeya, 
according to the ‘Hayasirsapaficaratra’ I. 1-7, had received the science from 
Bhrgu to whom it had been transmitted by Mahesvara (Siva). Mahešvara had 
received it from Brahma, and Brahma from Visnu as Hayasirsa. 


Vasistha: Br. S. Comm.; ‘Agni Purana’; ‘Devi Purana’, LXXII. 1-4. 

Višvakarman: ‘Brhat Samhita’, ‘Agni Purana’. 

Maya: ‘Brhat Samhita; Īsānašivagurudevapaddhati”. 

Narada: ‘Agni Purana’; "Mānasāra'. 

Nagnajit: ‘Brhat Samhita’; ‘Citralaksana’. 

Nandiga (Nandin): Br. S. Comm. 

Sukra: Br. S. Comm. ; ‘Näradasilpasästra’. 

Brhaspati: Br. S. Comm. ; ‘Näradasilpasästra’, ‘Devi Purana’; "Mānasāra'. 

In addition to the eighteen Preceptors of the ‘Matsya Purana’, the ‘Agni Purana’, 
XXXIX. 1-6, gives the names of 25 Tantras amongst which six of the names of the ‘Matsya- 
purana’ are included as ‘authors’ and also the ‘Hayasirsapaficaratra’ as ‘Hayadgirsa-tantra’. 
The 25 Tantras, most of which are known as yet by their names only, appear to 
have belonged to Madhyadesa (A.P. XXXIX. 6.). 

Of the many preceptors and authorities whose names are not included in the “Eighteen”, 
the following have been referred to in the present context: 

Paräsara: “Visvakarınaprakäsa’; Br. S. Comm. ; ‘Manusydlayacandrika’. 

Markandeya: ‘Markandeya-vastugastra’, cf. Ph. N. Bose, ‘Principles of Indian Silpasästra’, 
(Punjab Oriental Series, vol. XII. p. 12). Two works by Markandeya are referred to in the 
‘Manusyalayacandrika’, I. 7-9. 

Aparájita, a mind-born son of Visvakarman: ‘Samarariganasiitradhara’ II. I. The 
‘Aparajitaprccha’, ‘Aparäjitaprabhä’ and the ‘Aparajitasiitra’ of the ‘Brhacchilpasastra’ beat 
his name. Marici, the author of the “Vaikhänasägama’ is referred to in the ‘Naradasilpasastra’. 

Further-authorities referred to in the Commentary of the ‘Brhat Samhita’ include Kasyapa 
to whom might be traced back the prototype of the ‘Käsyapasilpa’. 

Sri Kumara, the author of the ‘Silparatna’ may have his place in the tradition as a 
successor of the Preceptor Kumara (Svāmīkārttika) of the ‘Matsyapuräna’. 

16 In part II. ch. XXIX, Puskara (Siva?) instructs Bhargava Rama. ‘Pauskara’ is one 
of the 25 Tantras of the ‘Agnipurana’, XXXIX. It is not known to which dynasty King 
Vajra belonged. Jf the name Brhadratha, in the 'Visvakarmaprakāša' could be taken to refer 
to the last Maurya King of that name, the ‘Visvakarmaprakasa’ would thereby show its 
teaching established in Eastern India before 184 B.C. 
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The continuity of the tradition is given not only by the contents but freguently 
also by the names of the Sastras and those who compiled them. The “Visvakarma- 
prakāša” for example is the work of a disciple of Visvakarmä. Originally, the 
name Višvakarmā is that of the working aspect of the Supreme Principle, Brahma 
being its thinking aspect. Thus Visvakarma is a proper name not only of a great 
architect, but every Sthapati is descended from Visvakarmá. Correspondingly, the 
other three classes of craftsmen are born of Maya, Tvastr and Manu, respectively 
these four archetypal workers having originated from the four faces of Vigvakarma. 
(‘Manasara’, II). Thus is undone ontologically the fall of the architect and the 
craftsmen (those who are Vaišyas and Südras, cf. ‘Samaranganasitradhara’ VII 
14-17) as narrated in the ‘Brahmavaivarta Purina’. i 


The wealth and contingencies which time, place and the ethnical carriers have 
brought to the structure of the temple are comprehended in Västusästra. Their 
minutiae are measured against abiding principles. All the time the architect 
carries within him the knowledge and responsibility of his descent which is 
confirmed,—or of his fall—which is redeemed, by his work which implies a realisa- 
tion of its origin and purpose. 
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॥ नारदोयं वास्तुपुरुषविधानम्‌ ॥® 


अथ अष्टमोऽध्यायः 


अधातः सम्प्रवक्ष्यामि वास्तुचक्रस्य लक्षणम्‌ | 
दशोध्व रेखां १ विन्यस्य तियंग्ग्रेखा दशस्तथा NU 
तद्रे खान्तँ त्रिशूलं च तत्सन्धौ बीजमेव च | 
कोणाप्रे Svat च पाइवे...२ विनिक्षिपेत्‌ NRI 
एवं कृते भबेचक्क वास्तुचक्र प्रकी्तितम्‌। 
वास्तुचक्रे वास्तुदेवं शायानं वामभागतः (II 
बामादि ( पादादि ) केशपयेन्ते वामाङ्गादक्षिणाङ्गतः | 
उत्तमाङ्ग त्रिकोणं agar द्विपदं तथा ॥४॥ 
कर्णयोः षट्पदं चेव नेत्रे द्विपदमेव च । 

चिबुकेकपदं प्रोक्त कण्ठे स्वेकपदं तथा IK 
बाहुमूले दविरेखा स्यादुरसि साधंषट्पदम | 
भुजस्थाने तु षट्कोणं अङ्कुल्यासूतुकोणकम्‌ 11611 
कुक्षौ तु रामकोणं स्थात्कट्यां षट्कोणमेब च । 

गुदे त्रिकोणं सौय स्यादण्डे रेखाद्दयं तथा loll 
ऊरुदेशे चतुष्काणं ३ जातुदेशे त्रिकोणकम्‌ | 

जङ्घ तु भूतकोणं स्यात्पदे कोणद्दयं तथा 1111 
कटिश्च ४ त्रिकोणं स्यादङ्कुल्यां सप्त रेखिकाः । 
शोषास्सार्थषयः कोणा अनुक्ताङ्गो नियोजिताः lgl 
तत्तदङ्ग बदान्यत्र & सावशषेण संयुतम्‌ | 

ऐशानं शिरोमूछं नेषस (AA) म्पादमूलतः NY 
नक्षत्रपादपर्यन्तं बाहुस्थानं प्रकीर्तितम्‌ | 

कर्णस्थानं नगपद्‌ं:इन्द्रकोणं BAIT ॥१९॥ 
अङ्कुलिनिदेशमारभ्य ऊरुदेशावधिस्तथा | 
पुराणसंरूयाकोणं स्याज्ञानुदेशं FET AST ॥१२।। 


* See p. rr, ‘Vastuvidhana’. 
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उत्तमाङ्गादि पादान्तं प्रत्यङ्गः कोणलक्षणम्‌ | 
आहत्येकाशी तिसंख्या-पदं बास्तुनरस्य च ॥१३॥ 
वास्तुनो लक्षणं बक्ष्ये अघोरेण सुविस्तृतम्‌ | 

वास्तु az ति विलोत ६ बिराजा निर्मितं पुरा ।1१४॥ 
शिवविष्णुस्थलादीनां ७ वास्तु हीनं यदा भवेत्‌ | 
देवालयस्य निर्माणे पत्तने प्राममन्द्रि 12411 
उत्सवे चामिषेके च वास्तुकर्माचरेत्सुधी: | 
वास्तुपूजाविहीन यद्‌ विनाशं प्रजति भ्रू वम ॥१६॥ 
शतयोजनबिस्तीणं त्रिशद्योजनमायतम्‌ | 
शुद्वस्फटिकसङ्काशं weed किरीटिनम्‌ 112011 
पीताम्बरधरं देवं मुक्तामयविभूषितम्‌ | 

भूतले न्यस्तदोर्चामं दृक्षिणं जानुमूलतः ULA 
चन्द्रचूडं त्रिनेत्र च ८ मसल्नवदनाम्बुजम | 
अङ्गदान्नू पुरान्‌ हारान्‌ वल्यां शुभभूषणान्‌ ॥१६॥ 
दृधानं भूतळावासं सर्वालङ्कारसंयुतम्‌ | 

पादा दिकेशपर्येन्तम्‌ ईशानादिषु योजयेत्‌ ॥२०॥ 
एकाशीतिसमाख्याता देवतान्तत्र ६ निक्षिपेत्‌ | 
TAT ण पुरुषम्‌ आकृत्या कल्पयेन्दुधः NRA 
शिल्पिना कुशलेनेव Mena विचक्षणः | 
सम्प्रदायेन सिध्यन्ति देशिकेरुपदेशतः ॥२२॥ 
प्रस्तरत्रययुक्त न मार्गनेह १० लिखेद्‌ बुध: | 

gu तु शिरसंस्थाने षदूकोणमुरसि स्थितम्‌ ।।२३॥। 
त्रिकोणं कुक्षिरित्याहुरूध्वं चन्द्र तु जान्वतः। 

पादं तु AGUA च त्वाद्शान्ते ११ तु बिन्दवः NRY 


५। वदाम्यत्र । ˆ ६1 fei 
११। प्रादेशान्ते 
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एवं षड्वङ्ग १२ संभूतं पञ्चभूतं च संभवम्‌ | 
मूलाधारादिषड्भेदं शब्दस्पर्शादिसंभवम्‌॥२१५॥ 
अन्यत्सवं भाबनया HTT वास्तुपूरुष | 


एतत्सर्वं समालोक्य १३ यन्त्रं रूपं च साधयेत्‌ ॥२६॥ 


स्वगुरोर्मुखतः कार्यं १४ बुध्या शास्त्रेण चार्जुन | 

सम्म्रदायेन कत्त ब्यभिदं प्रस्तारमार्गतः (Roll 

श्रीचक्र कथितं देवंमूं केलासनगोत्तमान्‌ १६ | 

यथाकाय॑ यथाशास्त्र aa प्रको स्तितम्‌ NYEN 

नरप्रस्तारमिति तहास्तुप्रस्तारमित्यपि | 

वदन्ति सबेलोकानि १६ यथाथं तु WAT: HREM 

बेष्णवाय १७ girai शिवमागेविदृषकेः १८ | 

Aga शेबाय मन्त्र' मन्त्रोड्रबे दिने ॥३०॥ 

क्रियाज्ञानविधानेषु चतुराय वदेद्‌ बुधः ॥३१॥ 

इदं शरीरं पुरुषस्य वास्तुनः 

शरीरयन्त्रं शिवकायगोरवम्‌ | 

योगीन्द्रमुख्येः करणं रहस्यः 

शिवागमे मुख्यफलप्रद्‌ं तत्‌ 193311 

इतिं नारदीये बास्तुपुरुषविधाने वास्तुचक्रपुरुषविधिर्नाम 

॥ अष्टमोऽध्यायः॥ 


N अथ दशमोऽध्यायः || 


अथातस्सम्भ्रवक्ष्पामि वास्तुचक्रस्य देवतान्‌ | 
प्रतिकोणं समासाय प्रसङ्गः निवसन्ति च ॥१॥ 
कथं स्याद्वास्तुचक्रस्य एकाशी तिपद्‌ं कृतम्‌ |, 

शिरः Rear ललाटं च नेत्रं शरोत्रं च नासिका NIN 
ताल्ते fageda १ आस्यं च मुखमण्डलप्‌ । 
STH कणंदेशं STATE च बाहु च ॥३॥ 


Ql WE १३। समालोच्य । 
EN a जि 
१७। ama १८। शिवमागविदूषकात | 
४ । स्थिरकार्येष | 


su हृदयं ga कुक्षिहस्ताकुलीयकम्‌ ॥४॥ 

ङरू जानू जङ्घदेरां पादं पादाङ्कुलीयकम्‌ | 

Wat च अस्थिमांसं च मेदोमज्ञान्त्ररक्तकम्‌ ॥४॥ 
त्वत्स्नेयबो २ नवद्वारा एकाशीतिपदे स्थिताः | 
षट्कोणं इवेतवणं स्याद्ठसुकोणं तु शुभ्रकम्‌ lan 
चतुष्कोणं रक्तवणं कोसुम्भं वसुकोणकम्‌ | 
विशत्कोणं पीतवणं इयामं षट्कोणमेव च ॥७॥ 
कृष्ण gada fare तथेव च । 
अष्टकोणं पितृ (पीत) वर्ण रक्तपीतं वसुस्तथा ॥८॥ 
datē तु षटकोणं हारोतं नवमं तथा | 

एकविशं द्वितयं विद्यात्पाटलद्वितयं तथा ॥६॥ 

एवं वर्णानि तत्रेव पदे चित्रभिव स्थितम्‌ । 

एवं बुध्या समालोच्य शास्त्राण्यागसवंशाजान्‌ ॥१०॥ 
सर्वमाळोच्य कत्तेव्यं वास्तुपूजाविधानतः। 
देवालये नदोतीरे मण्डपे राजमन्दिरे ॥११॥ 
उत्सवे नूतनस्थाने नगरमामबन्धने | 

एतेषु पूजा कत्त व्या चास्तुदेचस्य पूजनम्‌ ३ ॥१२॥ 
कन्यामासं समारभ्य कार्तिकान्तं त्रिमासके | 
पूर्वायां दिशि शीषं स्याश्चापादिघटमासके 9311 
दक्षिणस्यां शिरो बिन्यान्मिथुनादित्रिमासके | 
उत्तरस्यां शिरो विन्याचरवारत्वो रिदं शिर; ।।१४॥ 
स्थिरवास्तोस्तु सवत्र ईशान्यां दिशि मूर्धतः ॥१४॥ 
स्थिरकार्या y aaa स्थिरवास्तु प्रपूजयेत्‌ | 
चरकार्यषु TIA चरबास्तुं प्रपूजयेत्‌.॥।१६॥ 
स्थिरवास्तोस्त्रिपुरुषं कारयित्वा विधानतः | 
पूजयेच्छिवसामीव्यं ब्रजन्त्यन्ते सदा प्रजाः ॥१७॥ 


॥ इति नारदीये बास्तुविधाने दशमोऽध्यायः || 


कार्य । १४। नगोतमाः। 231 adsl 
१। चिदुकं चेव। २। em RI पूजने। 


॥ हयशोर्षपञ्चरात्रम्‌ ॥& 


H अथ त्रयोदशः पटलः ॥ 


श्रीभगबानुबाच :— 


प्रासाद संप्रबक्व्यामि सब्वेसाधारणं HIT | 

चतुरस्रीकृतं क्षेत्रं भजेत्‌ षोडशधा पुनः 1132011 

मध्ये तस्य चतुमिस्तु कुर्य्यादायसमन्तितम्‌ | 

grada तु भागादि भित्त्यथं परिकल्पयेत्‌ 113911 
जब्नोच्छायं तु कत्त व्यं चतुर्भागेन चायतम्‌ | 

जङ्घाया डविगुणोच्छायं मञ्जय्याः कल्पयेद्‌ बुधः ॥३१२॥ 
चतुर्भागेन मञ्जर्य्याः कार्य्या सम्यक्‌ प्रदक्षिणा | 
उत्मालानिगमं काय्यमुभयोः पाइवयोः समम्‌ ॥३१३॥ 
शिखरेण समं कार्य्यं मानं जगतिविस्तरम्‌ | 
दविगुणेर्वापि कत्त व्यं यथाशोभानुरूपतः ॥३१४।। 
विस्तारं मण्डपस्याग्रे गर्भ ARĪ तु | 

Jeata पादादिकं काय्यं मध्ये स्तम्भेव्विभूषितम ॥३१६।। 
प्रासादगर्भमानं वा कुळ्वेन्ति मुखमण्डपम्‌ | 
एकाशीतिपदेवर्वास्तुन्छायामण्डपमार भेत्‌ 1139 611 
शक्ताद्यान्‌ द्वारविन्यासे पदान्तस्थान्‌ यजेत्‌ सुरान्‌ | 
तथा प्राकारविन्यासे यजेद्दाविशदन्तगान्‌ ॥३१७॥ 
सव्वेसाधारणं चेव प्रासादस्य तु लक्षणम्‌ । 

मानेन प्रतिमाया वा प्रासादमपरं PIT ।।३१८॥ 


प्रतिमायाः प्रमाणेन कत्त व्या पिण्डिका शुभा | 
गर्भस्तु पिण्डिकाद्धेन गर्भमानात्त्‌, भित्तयः ॥३१६॥ 
भित्तिरायाममानेन १ उच्छ्रायं तु प्रकल्पयेत्‌ | 
भित्तिच्छायं २ तदूद्विगुणं शिखरं कल्पयेद्‌ बुधः ॥३२०॥ 
शिखरस्य तु तुय्यंण भ्रमणं परिकल्पयेत्‌ | 

शिखरस्य चतुर्थेन अग्रतो मूलमण्डपम्‌ ॥३२१॥ 
अष्टमांशेन mie रथकानां तु निगेमः। 
परिधेगुणभागेन रथकांस्तत्र कल्पयेत्‌ ॥३२२॥ 
तत्वृतीयेन बा कुर्य्याद्रथकानां तु निर्गमम्‌ । 

वारत्रयं स्थापनीयं रथकत्रितये सदा ॥३२३॥ 
शिखरार्थं हि सूत्राणि रत्नानि विनिपातयेत्‌ | 
कळशस्योध्वेतः सूत्रं तिय्येकसून्नं निपातयेत्‌ ।।३२४।। 
शिखरस्योध्वंभागस्थं सिंहं तत्र च कारयेत्‌ | 
शुकनासां स्थिरीकृत्य मध्यशङ्की विचारयेत्‌ 1824 I 
अपरे च तथा पाश्वे तद्वत्‌ सूत्रं निधापयेत्‌ । 

AKA तु भवेदीशकस्यमानेन सारवान ३॥३२६॥ 
स्कन्धभग्नं न कत्त व्यं विकरालं तथेव च | 

ऊध्वं तु वेदिकोमानात्‌ कलशां परिकल्पयेत्‌ ॥३२७॥ 


* A Ms. of the "Hayašīrsapaūcarātra” is in the Library of the Varendra Research Society, 
Rajshahi. The Ms. has not been published ; certain chapters however have been printed 


(I—XIV). Ch. XIII is copied from the printed portion of the text and follows the numeration 


of its verses. 


१। मित्त। २। मभिन्युच्छायं। ३। aged तु भवद्वेदी सकण्ठामछसारकम्‌॥ 
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विस्तारं द्विगुण द्वारं ४ कत्त व्यं तु सुशोभनम | 
जातरूपं सरे कुर्य्यात्‌ चक्र वा ATT ॥३२८॥ 
ओडुम्बरकृतस्वणं दत्त्वा शाखां न्यसेद्‌ बुधः | 
तूँय्यमङ्गढघोषेण ब्राह्मणान्‌ स्वस्तिवाच्य च ॥३२६॥ 
ar तु चतुर्था शो काय्यों चण्डप्रचण्डको | 
दण्डहस्तौ तु कत्त व्यौ विष्वक्सेनोपमावुभौ ॥३३०॥ 
Mate न्यस्य रत्नानि न्यसेदू््वसुडुम्बरम्‌ | 

तस्य मध्ये स्थिता देवी शङ्कलक्ष्मी सुरेश्वरी ॥३३१॥ 
कत्त व्या दिग्गज: सा तु स्थाप्यमाना मठेन तु ५ | 
शाखोडुम्बरकैः काय्यौं पत्रावल्यादिभूषितो ॥३३२॥ 
एकशाखं त्रिशाखं वा षट्शाखं द्वारमिष्यते | 
नवशाखं च कुव्वन्ति अत sud न कारयेत्‌ ॥३३३।। 
विष्णुरुद्रबरुणाद्यः शाखां यत्नाद्विमूषयेत्‌ | 
प्रासादस्य चतुर्भागः प्राकारस्योच्छ्यो भवेत्‌ ॥३३४॥ 
प्रासादात्‌ पादहीनस्तु गोपुरस्योच्छ्यो भवेत्‌ | 
पञ्चहस्तस्य देवस्य एकहस्ता तु पीठिका ॥३३५॥ 
तस्मात्त द्विगुणः प्रोक्तस्तथा गरुडमण्डपः | 
एकंहस्ताद्धि grata त्रिशद्धस्तान्तमेव च 113341 
एकमूम्यादिकं कुर्य्यात्‌ सप्तभूम्यन्तमेव च | 

वायव्यां नागनाम्ना तु विष्णवे चेकभूमिकाम्‌ ॥३३७॥ 
द्विभोमिकं तथाग्नेयं माहेन्द्र तु त्रिमौमिकम्‌। 
चतुर्भाग g वारुण्यां सौरं स्यात्‌ पश्चमोमिकम्‌ 1133211 
सोम्यं षड्भौमिकं जञेयं वेष्णवं सप्तभौ मिकम्‌ | 
गसत्वन्तं तथा कुर्य्यादुपरिष्टाज्वतुर्दिशम्‌ ॥३३६।। 


21 विस्तारद्विगुणं द्वारं। ५ । saram घटेन तु। 


कुर्य्याद्धि प्रतिमामानं Eg चाष्टस्वरोपरि | 
मद्दाबराहमैन्द्रथां ठु नरसिंह तु दक्षिणे ॥३४०॥ 
्रतीच्यां श्रीधरं देवमुदीच्यों हयशीर्षकम्‌ | 
आग्नेय्यां जामदग्न्यं तु AA त्यां राममेब च ॥३४१॥ 
वामनं da वायव्यां वासुदेवमथापरे | 

पूवेभूमौ तु शयनं द्वितीये चासनं भवेत्‌॥३४२॥ 
स्थानमेव' ठृतीये तु चतुर्थे यानमेव च | 

पश्चमे योगनिद्रां तु षष्ठे योगासनं भवेत्‌ ॥३४३॥ 
ज्रानयोगसमायुक्त' सप्तमे परिकल्पयेत्‌ | 
नानाकाराक्षरेय्येत्नात्‌ पत्रकं वा विभूषितम्‌ ।।३४४।। 
नानाप्रकारपुष्पाद्ये यथाशोभं प्रकल्पयेत्‌ | 
कनिष्ठमध्यमेष्टानां मासादानां यथाक्रमम्‌ ॥३४५॥ 
वसुभागेबविष्ण्विन्द्रे: प्रदेया रचना बुधेः | 

द्वारस्य चाष्टमे युक्त नवमे दशमे तथा ॥३४६॥ 
ललाटरेखा नेव स्यात्‌ आयस्य Y सांप्रतम्‌ | 
यावत्‌ कुम्भैरभिप्रेतः प्रासादकत्त,'णानघ | ।।३४७॥। 
ताबद्विरङ्कुरायो वसुभागेन वा भवेत्‌ | 
एकस्तम्भो ध्वजो हेयो द्विस्तम्भा वेदिका मता ॥३४८॥ 
कुलभूम्यन्तरे नित्यं चतुस्तम्भं प्रकल्पयेत्‌ | 

तोरणस्य विधानं तु कथितं तु तवानघ ! ॥३४६॥ 
प्रासादाग्रे यदा कार्या वेदिका स्तम्भसंयुता | 
वेष्णवेस्तु तदा कार्य्या वेदिका स्तम्भसंयुता ।।३५०॥ 


॥ इति प्रासादळक्षणपटलस्त्रयोदशः॥।१३॥ 


॥ कामिकागमः ॥& 


॥ एकोनपश्चाश; पटल; ॥ 


नागरादिप्रभेद॑ तु प्रवक्ष्यामि विशेषतः | 


विन्ध्यान्तं चेव कृष्णान्तं कन्यान्त तु हिसाचलात्‌ ॥१॥ 


तस्मात्तस्माक्रियाधात्रीयुक्तसत्वतसोरजाः | 

नागर द्राविडं चेव वेसरं सावेदेशिकम्‌ URI 
कालिङ्ग' च वराट च षड्विधं fae कौत्ति तम्‌ । 
नागरं सात्विको ९ क्षेत्रे वेसरं स्यात्तमोऽधिके 1311 
uaa द्राविडं da सर्वदेश्यं सवत्र सम्मतम्‌ | 
कालिङ्ग च वराट च ग्राह्य सत्बरजोऽधिके 1191 
कुलं मसूकरं २ जङ्घा कपोतं शिखरं गलम्‌ | 
अ्ध्वेन्द्वामलसारेणाष्टवर्गः कुम्मशूलयुक्‌ NU 
ora: परिनिक्षिप्त METER तु यत्‌ । 

अन्यैः TARA; ३ कोणेरन्योन्याधिकभद्रजेः NAN 
त्रिभिर्वा पञ्चभिर्भागेनेवभिर्वाथ सप्तभिः। 
साष्टधा नबभिनीचे्युक्तो बा दबकस्तकेः ४ ॥७॥ 
स्वच्छन्दाङ्ग विचित्राङ्ग सन्तारः प्रस्तरः कियान्‌। 
उद्प्त्यूहसंयुक्तं रेजातीशांशास्नण्डयुक ५ ॥८॥ 
सकर्माकर्मजं यं तु मण्डनानलसारकम्‌ Š | 
झुकनासिकया qe पाशवेयोः प्रमुले मुखे ॥६॥ 
कुण्डमण्डपसंयुक्तमङ्गवृत्यङ्गकलिपतम्‌ | 

यथाशक्ति यथाशोभं विधातव्यं हि नागरम्‌ 11% oll 
हो [दो] रभ्यम्तरस्तम्भभित्तितुल्यसमन्बितम्‌ | 
THATS मूध्नि सोपपीठमसूरकम्‌ 1129 


समस्तम्भां यत्तु सभासमपि भागभाक ७। 
जन्मोपपीठानुष्ठानस्तम्भम्रस्तरकन्धरैः 119911 
शिखरे ८ स्तूपिकाभ्यां च षड्वगप्सहित तु यत | 
मानसूत्राब्द ददिर्निर्यात्समसुत्राहुभद्रकम्‌ 119311 
समस्तम्भान्तरस्योध्बेप्रस्तरान्तरबन्धनम्‌ | 
मध्यकर्णमिदं गच्छेत्ममाणभवनान्वितम्‌ ॥१४॥ 
एबमाद्विरिष्टाङ्ग' विमानं द्राविडं मतम्‌ | 
युक्तद्राविडविन्यासनागरक्रिययाऽन्बितम्‌ ॥१९॥ 
नागरं धामिडोदिष्ट £ विशेषेण विभूषितम्‌ | 
सखण्डखण्डददम्यं तु कण्ठमायोभयात्मकः Lo ॥१६॥ 
उत्तरोत्तरतो व्यूहयुक्तान्तरतलक्रिया | 
एवमादिबिचित्राजु' विमानं नाम वेसरम्‌ ।।१७।। 
qeria तदुपर्यस्ततां मा(ग)तम्‌ | 
तढुपर्यत्यितग्रीवशिखास्तूपिकयान्बिता 11१८॥ 
भद्रोपभद्रचित्राङ्गस्तम्भान्तरतलक्रियाम्‌ | 
साधारणतला सप्तकाथ स्तम्भनिवेशनम्‌ 119811 
श्रोण्याकारक्रियोपेतच्छायाप्रस्तरबन्धनम्‌ । 
एवमायङ्गवेचित्र्यं वराटं धाम सम्मतम्‌ ॥२०।। 
विनां धारितयो ११ रस्य पताका बाह्यमण्डनम्‌ | 
उत्तराधा १२ छुपारोहकियां धारिकयान्वितम्‌ ॥२१॥। 
SHA वा न RNG: सर्वाङ्गः परिमण्डलम्‌ | 
चतुरशाष्टवृत्ताभग्रीवाशिखरसौरभम्‌ ॥२२।। 


* Copied from a manuscript in the Government Sanskrit College Library, Calcutta, which 


is a copy of the manuscript No. D.5421 of Government Oriental Manuscripts Library, Madras. 


१। सात्विके। २। मूलं मसूरकं। ३। रथेः। 
Ë । करमामलसारकं। ol समस्तम्भान्तरं यत्त, सभागमपि भागभाक्‌ | | शिखरेः। ६1 mal 
221 विनाऽधारिकयो। १२। ati 


Ë 


१० | सखण्डाञखण्डहर्म्य तु कण्टपार्श्वोभयात्मकः | 


४। भागसप्तकः। ५ | ज॑गतीशांशमुण्डयुक्‌। 


THE HINDU TEMPLE 


ईहमभूताङ्गसङ्कलपं कालिङ्ग Sq सम्मतम्‌ | 

नालिकां धारिकां धारां हीरारस्या ! हि मण्डलम्‌ ॥२२।। 
कपोतशालया युक्त ब्रह्मद्ारपताकया | 
षड्दिंशाकृतियुक्‌ सद्म सम्मतं सर्वदेशिकम्‌ ॥२४। 
रत्येकं त्रिविधं प्रोक्त द्विमित्ये १३ स्खघुनोच्यते | 
हस्तच्छेदपरीहार नानाकृतसमीकृतम्‌ IRKI 

अथ संवत्स १४ मुत्पन्नेर्नांगर' तत्समागतम्‌ | 
हस्तच्छेदपरीहृत्ये १५ हित्वा समविधानवत्‌ ॥२६॥ 
भद्रालङ्कारसंयुक्त' द्रामिडं चेति कीत्तितम्‌ | 

लब्धमात्रा न १६ हीनं तु नातिरिक्त सबस्त्रकम्‌ RO 
उत्तरोत्तरनिर्युक्त सङ्करं वेसरं मतम्‌ | 
त्रि-पस्च-सप्त-द्वि-चतुः-षड्भच्येकतलक्रमात्‌ ॥२८॥ 
नागरादिषु षडभेदृहीनं मध्यमझुत्तमम्‌ | 

साक्षादू द्वित्रिचतुःपच्चतलमष्टनवांशकम्‌ URE 
कनिष्ठ' मध्यमं ज्ञेयं दशांशेकादशांशकम्‌ | 

रे छत्रयोदशांशं तु द्वादशांशमिति स्मृतम्‌ Ne 

तथा षटसप्तभौमं त्रिः प*्वह्िस्सप्तभागभाक्‌ | 

तथा चाष्टतलं प्रोक्त नवभूमं १७ निकेतनम्‌ ॥३१॥ 
सप्ता १८ दश द्विरटांश नवाष्टाद्दशांराकम्‌ | 

विमानं दण्ड) राभोम तु द्वात्रिशत्सप्तभागयुक्‌ ॥३२॥ 
apraxia द्वित्रिभागयुग्बिदशांशकम्‌ १६ | 
ुम्माऽयुम्मत्रिमूम्यादि या सा त्रित्र्यंशावधेनात्‌।।३३॥ 
दशद्वादशमूम्यां तु संख्या ख्याता क्रमागता | 
कनिष्ठमध्यमा श्रेष्ठा नागरादिषु पञ्चसु ॥३४॥ 
अविरोधेन विन्यासमाषणं सबेदेशिकम्‌ | 

असम नाग २० द्राविडा चेत्समागता 1320 


Tā द्विविध। १४। सम्पत्‌। १४। हस्तच्छेदुपरीहार | 
२० | असमा नागरं प्राहुः | 
वस्वंशो | 


tai -सप्त। १६। द्विदशांशकस्‌ । 
२३1: RAAI BL नाल। RK] 
xe ` सस्यं । 
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द्विविधं २१ भक्तयो आद्या dal साबदे शिके | 
अनन्योनाधिकर्षीणं २२ क्षीणा नागरयामिनी ॥३६॥ 
द्राविडे agers पे क्षेत्रभागो दितक्षणात्‌ | 
ईषदूनाधिका वा स्युर्वसरादिघु भक्तयः ।।३७।। 
त्रिचतुःपश्चमात्राभिः कपौतेः स्थलभिश्च यः | 

एबं अ क्तिविभागस्तु गभेगेहमथोच्यते ॥३८।। 
सेकत्रिपश्चभक्तयंशषण्णवेकादशांशकम्‌। 

नागरे सेकभोमः स्यात्प्रासादस्येकनाङका ॥३६॥ 
अ्ठमध्यमद्दीनस्य बहिइशषेण भक्तिता | 

गर्भ त्रि ses दश त्रिचतुः पश्चभागभाक्‌ ॥४०॥ 
fa २३ नागरस्योक्ता नाळगेहविशालता | 
पोडशांशे g षड्भागे गर्भसप्तद्शांशके ॥४१॥ 
अष्टादशांशे सम्ांशस्त्रितळे नागरस्य तु | 

arfas त्रिचतुः पश्चभागेनील २४ विशालता ॥४२॥ 
गर्भे नवदशांशे तु वस्वांशे २५ विशदंशके | 

त्रिसप्ते g mii त्रितलद्रामिडे मतः ॥४३॥ 
त्रिपचसप्तभिर्नाळषडष्टदशभाजिते | 
वेसरस्येकभोमस्य श्रेष्ठमध्याधसक्रमात्‌ ॥४४॥ 
नवेकादशविउवेन्डु चतुः पश्च षडंशकम्‌ | 

वेसरे द्वितरस्योक्त नाळो गृह २६ विशालता ॥४४॥ 
द्वित्रिवेदांशके feria नबदिगंशकः | 

Fat गर्भगेहं स्यात्तदृन्ते तु द्विजोत्तमाः ॥४६।। 
एकद्दित्रितछानां तु गर्भस्तेवमुदाहृतः | 

नागरोक्त वराटे स्यात्कालिङ्ग द्रामिडोच्यतम्‌ २७॥४५॥ 
वेसरोक्त' ठु यत्सर्व तद्योग्यं सावेदेशिके | 

यथाक्रमं बा ASIA २८ सवे बा सावंदेशिके ॥४८॥ 


१६ 1 छब्धमात्रान्नहीनं Tel भौमं । 
२१। flat २२। क्षीणा। 
नाळगेहविद्ालता | २७। द्रामिडोक्तवतू | 


I! कामिकायमः॥ 


अष्ट त्रि त्रिदश त्रिंशद्‌ गर्भ: स्यात्‌ त्रितलादिषु | 
एतत्सर्वं च सामान्यं विशषालडू, तिस्थित: २६ ॥४६॥ 
श्रेय: श्रेयः सुनाडीके श्रयः श्रेयसि वा मता ३०। 

एवं गर्भगृहं परोक्त भद्रस्य विधिरुच्यते ॥५०॥ 
सेकत्रिपच्वपंक्त्यंशापव्वषड्सप्रविस्तरः | 
तत्तारेरंरानिष्क्रन्तं मध्ये मूषा ३१ कनीयसी ॥८१॥ 
कनिष्ठे ATTA सप्तत्र्यंशा च मध्यमे। 
अयंशकेकांशके घट स्युर्नागरादिष्तनुक्रमात्‌ ॥५२॥ 
निष्क्रान्तिरासां पृत्रोक्तनीत्येच परिकल्पितः | 
शाक्तिकन्याः ३२ कामदान्ताः पश्चाशदूद्रामिडोचिताः॥१३।। 
बास ३३ द्विगुण उत्सेधाः ३४ कामदार्या स्तनावरे | 
एकद्वित्रिचतुः पश्च भागेर] ३५ डियुणाविकाः ngen 
अष्टांशाषु विशालेषु उत्सेधः शान्तिकाथिकम्‌ | 

बराटे चापि कालिङ्ग dat नागरोक्तत्रत्‌॥१५६॥ 
नागरे समहर्ता स्युर्द्रा मिडादिषु Gaga | 
स्वायंभुबादिलिङ्गानां पूजांशपरिणाहके 114411 

gar ३६ दर्शांशके पश्वभोभागेनो ३७ त्सेधं तु शान्तिकम्‌ | 
नागरं समलिङ्गान्तं नागे ३८ सप्रदशांशके ॥ ५ 
नागरं पौष्टिक नाम सप्तांशोच्च शिवाधिकम्‌ | 
एकोनविशदंशात्तु नवांशं वथमानकम्‌ CII 

sad नागरं तस्मादशाँशो ततुङ्गक्रम्‌ | 

अद्भुत चाभिवारं च तदधं सवदेशिकम्‌ ॥६६॥ 
एतन्नागरलिङ्ग तु सौधमोजः पदेन तु | 

परिणाहे विकारांशे भूतको शिकधातुभिः ॥६०॥ 

हृदयं arfas प्रोक्त शान्तिपुष्टिजयावहम्‌। 
तत्तदर्था श ३६ काथिक्यं दीनहयन्तरमानकम NEM 
agi चाभिवारं च मवकामिकमुच्यते | 


नाहे तु भास्करे भागे त्रिचतुःप्चमागिकम्‌॥६२।। 
पौष्टिकं तुङ्गजयदं aug बेसर HAN | 
पूर्वोक्तविधिना ज्ञ या अङ्ुता द्यास्त्रयस्त्रय: ।६३॥ 
द्रामिडे dat लिङ्ग समभागप्रमाणतः | 

प्रासादं योजयेह्िद्वान्यथाशास्त्रं द्विजोत्तमाः ॥६४॥ 
कानवेळस्य ९ dea यत्तदू Rusts कृते | 
भूतवेइगुणव्यासनाहर ४० शान्तिकादिकम्‌ 114% 
अर्धार्धाधिकहीनं तु इघक्षरं तु विशालकम्‌ | 

aga चाभिवारं च नागरं सावेकामिकम्‌ ॥६६॥ 
अष्टादशांशके तुङ्गो कोशिकेन्द्रियवेदकम्‌ ४१ | 
द्रामिडं शान्तिकादि RO पूर्ववत्‌ ४२ MAS 
बेसरे विशदश तु बसुभामुरसांशकम्‌ | 
शान्तिकादिक्रमेण स्यादद्भुताद्यथ पूवकम्‌ ४३ UA! 
लिङ्गायामसमो व्यासः पूजांशोबरद्वयेन वा | 
तद्न्तरेऽष्टभागे तु पूर्ववत्परिकल्पयेत्‌ ॥६६॥ 
विष्णुभागसमुस्से धशषां ४४ भूगतमिष्यते | 
विष्णुभागे g तुल्यांशो नाधिका वाऽथपीठिका ॥७०॥ 


निष्कम्भ ४६ त्रिगुणो व्यासोऽधस्ताद्द्र्मशिलां न्यसेत्‌ | 


ब्यासत्रिमाग उत्सेध TAGS एव वा । ७१।। 
यस्य छिङ्गस्य विष्कम्मश्वाष्टभागंकमेव वा | 
नवभागैकभागं वा गांम्भीयमवटस्य तु ॥७२॥ 
एषां ४६ नागरलिङ्गः तु ब्रह्मणे कथिता शिला | 
गर्भकणस्य तुर्या'शा व्यासोक्तत्यंशकोदया ॥५३॥ 
लिङ्गव्यासाष्टमागेक तत्रा ४७ द्रामिडभूशिला | 
गर्भाइघचतुर्भागा हीनविस्तारसंयुतम्‌ ४८ ॥७४॥ 
तद्ठत्पादांशादयापेतशिला वा वेसरे मता | 
लिङ्गपीठे शिळायामस जातीये gara? ॥७५॥ 


२६ । स्थितम्‌ अधवा स्त्विदम्‌। ३० | सतम्‌। ३१। भूघा। ३२। MARTI ३३। भाग! 


३४। sūci Bel E ३६। gai 
do | नाहकं। ४१। Fra 


Bk | विष्कभ। 441 adi 
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< a 
४२ | नद ताय्‌ क्तपूववत्‌। ४३। स्यादुए ताय Tay | 
Bol आगैकमात्रा । 


भागेन। set mii ३६ | तत्तरर्घाश। 
४४ 1 शेष । 


४८॥ aga! 
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-विपरीते fret AIR: कारयितुस्तथा | 

अयं बिभागो लिङ्ग तु नेष्यते साबदेशिके Wil 
प्रासादेऽपि तथा लिङ्गनियसो नेष्यते qa: | 

एवं पीठशिलायां च नियमो नेष्यतेऽत्र तु ॥७७॥ 
मुख्यत्वात्सबंलिङ्ग भ्यत्सबंत्रापि च सम्मतम्‌ | 

तथा प्रासाद एवं स्यात्पीठश्चावि ada च ॥७८॥ 
शान्तिदं पौष्टिजयदमद्धुत सावेका | 
शान्तिकोचचोच्छयेऽष्टांश भागोच्छाय विनिर्मितम्‌ ।।७६॥ 
विभागश्चरणोत्सेधः प्रस्तरो5ष्टांशहीनक: | 

त्रिमागं गलमित्युक्तमर्धा शं शिखरोदयम्‌॥८०॥ 
स्तूपिकाष्टांशदीने स्यात्‌ द्रामिडं चेकभूमिकम्‌ | 
नवदोरांष्टांशयुग्ममसुद्विगुण भवेत्‌ ४६ NCU 
तारोश्वप्रस्तरो भागो गलभागविनिमिततम्‌ | 
त्रिभागशिखरोत्सेधं शेषाण स्तूपिका भवेत्‌ Ko ॥८२॥ 
द्रामिड ५१ पौष्टिकं प्रोक्त दशारे तु agru | 
मसूरद्विगुणः पादो भागविस्तार उच्यते KR EAN 
भागमान TS प्रोक्त स्वार्था श ५३ तु शिरा भवेत्‌। 
सद्म बिकाजय्य ५४ द्रामिडं परिको (तम्‌ ॥८४॥ 
द्वादशांशे सपादांशा मसूर त्रिभागभाक | 

द्विपादः पाद्‌ इत्युक्तः सपादः प्रस्तरोद्यः ॥८४॥ 
एकांशं गलमित्युक्त' wad शिरोभवेत्‌ | 
सपादभागत्तूप्युचमदुद॒ [तं] द्रामिडं भवेत्‌ ॥८६॥ 
त्रयोदशांशे सार्धा शमसूर बा Parra: | 

सपाद प्रस्तरः प्रोक्त एकेन गलमिष्यते ॥८७॥ 
पश्चांश शिखरं ad सपादा स्तूपिका भवेत्‌ | 
सार्वकामिकसङ्ञं तु añ परिकीर्तितम्‌ ॥८८॥ 


४६। नवद्शाशंशयुग्ममसहिंगुग भरेत्‌ | 


aag वा विभद्र वा कणेकण्ठयुतं तु वा | 
निष्ककणेकूटं वा कायं सनीडं वा सतोरणम्‌ ॥८६॥ 
एवं लक्षणसंयुक्त' विधेयं चेकभूमिकम्‌ | 
गर्भान्तगलवेशस्तु यदि स्य।न्मरणं भवेत्‌ ॥६०॥ 
नागरे MRA च कालिङ्ग द्रामिडेऽपि वा | 
बराटेन sasi तु Fart परिकल्पयेत्‌ E 
fra झा grāfa विप्रराञ्यं न वेश्यका: | 
नागरे द्राबिडे धाम्नि Fat afan मता: ॥६२॥ 
उपानात्तूपिपर्यन्तं qa नागरं भवेत्‌ | 


` कर्णात्मधृति वृत्तं was सरं परिकोत्तितम्‌ ॥६३॥ 


सावंदेशिकधाम्ने ५५ तन्‍नागराय' प्रकीर्तितम्‌ | 
चतुरश्रायश्रान्तं ६६ ATUT परिकीत्तितम्‌ ॥६४॥ 
अष्टाश्नं च षडश्रं च तत्तदायाममेव च | 

सौद्र' ? द्रामिडमित्युक्त प्रे वसरं ५७ परिकीर्तितम्‌ E 
वृत्तवृत्तायतं व्यस्त वृत्तं चान्यत्प्रकथ्यते | 
द्रामिडाख्यविमानेऽपि नागरादिप्रभे दिकम्‌ ue ën 
Ra कथितं पूवं वपुस्तत्रापि कथ्यते । 

नागरे लक्षणं पूजा नागषोडशाभञ्चितम्‌ ॥६७॥ 

ऊध्वं TEĀTRI त्यक्तवा थोद्षम ५८ कारयेत्‌ | 
विष्ण्वंशा दिमुखे ६६ सूत्र grams च SRA ॥६८॥ 
पृष्ठ तयोयु क्तिहीने वेदाग्निनयनान्यथ | 

सहायमध्यमे भूतबेदाग्नियनानि च ॥६६॥ 

ज्येष्ठपट्प “वतरेदा म्निपादभागानधस्त्यजत्‌ | 

त्रिभागं चंकभागं च इःथशं सूत्रान्तर मतम्‌॥१००॥ 
तदघं पाइबसूट्रग्रं तारं प्रोक्त मुनीश्वराः | 

यबमानं भवेत्सूत्रगाम्भीयं विस्तरेण च ।।१०१॥ 


त्रिभागः शिखरोत्सेघध: शेषा तु स्तूपका Kid | 


४१। gfe ४२। ससूरद्विगुणो आगो पादविस्तार उच्यते। ५३। स्वार्धाशः। ५४। सद्मोतजयदं 


mal ४४। धाम्न्ये। ४५६1 चतुरश्रायताञ्चं g | 


५६ । भिषुखे। 


५७। šati «al त्यक्तवाधो पचम । 


|| कामिकागम: Il 


होने हि अवेदष्टयवैश्चे कोत्तमं द्विजाः | 

ud नागरळिङ्ग घु लक्षणं द्विजसत्तमाः ॥१०२॥ 
द्रामिडे शिवभागे तु त्रिपश्चांशे age कमात्‌ । 
नवभागंदश'/शेन ह्य कादराविभागकेः ॥१०३॥ 
हीनमध्योत्तमाख्या तु लक्षणा ६० द्वारकं भवेत्‌। 
सप्ताष्टनवभागेभ्यस्सूत्रे संलम्बयेरक्रमात्‌ 1 Sl 
fia शके हीने यत्स्यातररमसूत्रयोः | 

मध्यमे भूतवेदा ग्निर्ध्यूकश्चापि युतिभवेत्‌ ॥१०५॥ 
घड़भूतदेवबन्हयंशः AS पृष्ठे तयोर्युतिः। 
स्वभावात्सूत्रगिस्तारः पक्षमसूत्रं प्रकल्पयेत्‌ ॥१०६॥ 
षोडशांशे दिरावायामेस्सूत्रायामो दृशांशभाक। 
चतुर्भागं aqua: पृष्ठे gai विह्याय च Nowi 
बकुलाधारमारभ्य संयुतिः पाइवंसूत्रयोः | 
अथघाऽयस्त्रयशं तु FIT ALATA: ॥१०८॥। 
नालायामस्समुद्दिष्टरशेषं grata हि । 

एवं द्राविडलिङ्गस्य ब्रह्मसूत्रं प्रकल्पितम्‌ ॥१०६॥। 
वेसरस्याचंनांशोच्चत्रिपः्चांरो TILE: | 
नालायामस्समु्दिष्टस््बष्टभार ६१ प्रभृत्यथः ॥११०॥ 
भूतदेवगणांशिषु THA: पक्ष ६२ सूत्रयोः | 
द्वादशांशाचनाभागेधोंशा इयंशा qeda: 1122911 
नालायामो नबांशं स्याव्सङ्गमः पूवेबद्भवेत्‌ 1 
व्यासे हिरष्टभागे लु भागं स्यात्सूत्रविस्तृतः ६३ ॥११२॥ 
तदध पक्ष £४ सूत्रं स्यादन्तरं शेषपूर्ववत्‌ । 

एवं बेसर लिङ्गस्य त्रद्मसूत्रमुदाहृतम्‌ ॥११३॥ 
सावदेशिकलिङ्ग तु विभागोयन्न ६५ कीर्तितः | 
तथा पीठं तु पीठे स्यान्नागराद्य' विधीयते ॥११४॥ 
अभद्र द्रामिडे पीठ ६६ भद्रभद्रोपभद्रकरम्‌ | 
नागरे वेसरे योगे कालिङ्ग ऽपि वराटके NGGI 


N 

सामान्य पीठमुद्दिष्ट, प्रतिमास्त्वधुनोच्यते | 

गर्भे धिष्णयमसूरे च द्वरे स्तंभे च मस्तके NGGEN 
स्तूपिकोच्चे दशांशे तु सप्तांशे प्रतिमा खरा । 
चतुथ्यंशो दया हीना ६७ षड्विशलन्तरो NN 
नक्षत्रसंख्यतुज्ञानि प्रतिमायां भवन्ति हि | 

नागरे त्रित्रिस'ख्यानि द्रामिडे नवस'ख्यया LA 
वेसराणि तथान्यानि श्रष्ठमध्याधमक्रमात्‌ | 

सात्विकं राजसं चंच तामसं च त्रिधा क्रमात्‌ ॥११६॥ 
सात्विक स्थानके योग्यं राजसं नृत्तरूपके | 
तामसश्चान्यरूपे तु योजनीयं विचक्षणेः।।१२०॥ 
सावदेशिकलिङ्ग तु विमानं नेष्यते बुध: | 

धाम वा त्वमराणां तु नागराद्य पुरा मतम्‌ ॥१२१॥ 
ग्रामे च नगरे वापि पत्तने राजधानिके | 

खेटादौ परमेशस्य ब्रह्मस्थानेऽष्टदिक्षु वा ॥१२२॥ 
qatag काष्ठासु कुड्यन्तर्वा बहिष्कृता | 
एतेषामन्तराळंचा प्रासादं कर्तुमारभेत्‌ ॥१२३॥ 

उत्तरे नागरं कुर्याद्वायौवेशानदेशके | 

दक्षिणे afas safest वा नेश्षृतेऽपि वा ॥१२४॥ 
araña वापि dat हृम्यमाचरेत्‌ | 
सोमपादवेद्वये तद्वद्यमपाश्वद्वये तथा RKI 
इन्द्रपाइर्वद्वये GST ६८ वरुणोभयतस्तथा | 
घामान्येतानि सर्वाणि द्राविडानि भवन्ति हि ॥१२६॥ 
सावे देशिकहम्यं चेत्सवत्र ६६ समाचरेत्‌ | 
एतेषामिष्ठमेकाद्यमिष्टदेशे समाचरेत्‌ ॥ १२७ 

ब्राह्म चेदग्निकोणस्थे कोष्ठं वा स्थाद्वा(दा)पणस्थ च | 
HAU सभायाश्वाविरोधतः ।।१२८॥ 
धामान्येतानि कार्याणि बंशसूत्रानुरोधतः | 
पावतीभवनं सवेदेशे स(श)वोक्तवन्नयेत्‌ REN 


Rol लक्षणोद्धाकं। ६१। भाग। aa) पत्मसूत्रयोः। ६‡। विस्तृतिः | ६४। qaga । 
६५ । विभागोऽ्यं न। ६६। ae पीठं। ६७। चतुर्था श्ोदयाद्धीना । ६८1 agl ६९ । सार्वदेशिकहम्यं 


चेत्सर्व तत्र | 
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बल्यङ्कारकोपेते ७० द्रामिडाकारमेव च | 

fart शस्थ च मध्ये वा पूर्वोक्त वा यथा शिवे ॥१३०॥ 
हस्तिएछः शिवः कार्या ७१ साधारणशिवस्तु वा | 
सेना(नो ? )भवनं कायं यथा VTS सम्मतम्‌ ॥१३१॥ 
पूर्वीक्तदेशे कत्तंव्यं नागरं विष्णुमन्दिरम्‌ | 

मध्यमे व ७२ चतुर्दिक्षु नेत्रृतेन्यव ब्रह्मणः ॥१३२॥ 
tat धाम कत्तठ्य चउुभ॑द्रसमन्वितम्‌ | 

वारुण्यां वाथ याम्याञ्निमध्ये वा आममध्यसे ।।१३३॥ 
Para वेष्णवं कुर्याद्यास्ने नेक्षृतमध्यमे | 
म्रामादिमिध्यमेऽन्यत्र यथा वा ब्रहझममन्दिरम्‌॥१३४॥ 
तथाविधेनाग्नेव्यां सूयेस्थ शिववन्मतम्‌ | 
अष्टदिध्वष्टदेशेषु Bad द्रामिडं मतः ७३ ।।१३१॥ 
पार्वतीभवनं यह सूरवोक्तत्थानकं दविजाः | 
च्येष्ठायामयथान्वाचा | खीन्द्रपावकमध्यमे ॥१३६॥ 


७० | कालिङ्गाकारकोपेतं । ७१ । शिक कार्यः | 


पूर्वीक्तदेशे वा कायं तद्न्मोलिक्ृतं भवेत्‌ | 
शास्तुर्धाम विधातव्यं यथा विन्नेशमन्दिर्म्‌ ॥१३७॥ 
सोमस्य सोमदिग्भागे H चाऽथ तद्गृहम्‌ | 
नागरं सोमवायन्ये बास्तुवेश्रवणे गृहम्‌ ॥१३८॥ 
सोममन्दिरवत्कार्य बन्हो सोमेशमध्यमे | 
कामध्यानं यथा विष्णो मुधवन्यत्र ७४ देशतः ॥१३६॥ 
अनुक्तानां च स्वेषां देवानां योषितामपि | 
प्रागुक्तानां च देवानां देवीनां सार्वदेशिकम ॥१४०॥ 
अथवा कारयेद्धाम तयद्वाहनसंयुतम्‌ ७८ | 
सावदेशिकसंक्ञस्प प्रासादस्य च लक्षणम्‌ ॥१४१॥ 
अह्मशेलस्य तद्वन्देरादिलक्षणम्‌ ७६ | 

ततदध्ययनं सिद्ध ७७ सम्राह्म देशिकोत्तमै; ॥१४२॥ 


इति श्रीकामिकाख्ये महातन्त्रै क्रियापादे नागरादिविमानभेदो 


॥ नाम एकोनपश्चाश: पटल: || 


७२। च wl सतम्‌। ७४। मध्यादन्यत्र | 


७५ । ततद्वाइनसंयुतस्‌। ७६। ब्रह्मशेलस्य पोठस्य तत्तव्देरादिशक्षणम्‌। ७७। तत्तदः्ययनात्सिद्धं | 
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Bamboo, 108, 118, 119, 125, 206 | Bhil, 150 
Bankapur, L., 391 Bhilsa, L., 135 
Bankura, L., 189 Bhima Ratha, sec Mamallapuram 
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Bhim-sen-ka Akhara, T., 198 

Bhir mound, Taxila, L., 351 
Bhīsma, 407 

Bhitargaon, L., ror, 148, 149, 155, 238 
Bhitti, A., 145, 229, 232A, 238, 420 
Bhoga, 347 

Bhogya, 341 

Bhoja, 13 

Bhoktā, 341 

Bhopal, 168, 170 

Bhrama(na), A., 146, 168, 232A 
Bhramani, A., 229, 246, 273 
Bhramanti, A., 199 

Bhrgu, 75, 76, 77, 79, 141, 424, 425 
Bhrfigaraja, 32, 56, 93, 234 

Bhrša, 32, 56, 92, 234 

Bhūchāyā, 325 

Bhüdhara, G., P., 143, 278 
Bhujaga, 32, 33, 94 

Bhūjaya, P., 281 

Bhulesvar T., 341 

Bhumara, L., 199, 200, 272 


Bhümi, G., A., 13, 15, 16, 21, 67, 127, 146, 
147, 162, 166, 180, 182, 188, 191, 192, 
195, 197, 201, 202, 205, 206, 222, 391, 
392, 404, 414, 416, 420 

Bhūmija, P., 282, 389 

Bhümikä, 412 

Bhūmukha, P., 278 

Bhūsaņa, P., 278 

Bhüta, 21, 59, 73, 75, 79, 81, 82, 84, 234, 356, 
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Bhüti, P., 278 
Bhuvana, P., 278 
Bhuvanesvar, L., 184, 208, 290 
Bhäskaresvar T., 173, 192 
Brahmesvar T., 200, 201, 216 
Citraguptesvar T., 216 
Litigaraja T., 148, 173, 192, 205, 214, 216, 
314, 337 
Märkandeyesvar T., 173 
Meghešvar T., 173, 102 
Muktešvar T., 201, 324, 328, 336 
Pāpanāsinī T., 173 
Parasurämesvar T., 192, 244, 254, 318, 320 
Rājarānī T., ror, 212 
Uttarešvar T., 192, 254 


Vaital deul (Kapālinī) T., 150, 182, 290 
Vyomakesvar T., 314 
Bhuvanesvari, 339 
Bhuvaīgana, A., 314 
Bibhatsa (rasa), 308 
Bihar, L., 148, 155, 158, 192, 223, 387 
Bīja, 128, 137, 359 
-pūraka, G., A., 136, 22T, 
-svara, A., 221, 366, 372 
Bile$vara, Kathiawar, L., 192 
Bilva, 355 
Bindu, 47, 128, 137, 176, 179, 353 
Bira Devaru, T., 152 
Bodh-gayä, L., 139, 140, 148, 149, 155, 184, 
190, 193, 223, 323 
Bodhi-tree temple, 220 
Bodhikā, A., 353 
Boma, 325 
Boram, L., 148 
Boram Deo T., Chapri, 173 
Brahma, 5, 17, 13, 32, 34, 36, 37, 40, 42, 44; 
46, 49, 53, 58-61, 73, 74, 76, 81-83, 
89, 90, 95, 96, 112, 747, 153, 173, 179, 
201, 233, 234, 236, 261, 275, 278, 280, 
281, 287, 289, 304, 309, 327, 339, 356, 
360, 373, 399, 402, 422-426 
-bhāga, 232 
-dvärapäla, 313 
-mandira, 278 
-Šilā, 108, 109 
-sthána, 6, 48, 53, 56, 58, 61, 63, 70, 85, 
69, 93, 95, 96, 102, 103, 127, 128, 138, 
164, 165, 227, 235, 367, 399 
Brahmajñána, 347 
Brahman, 12, 13, 36, 44, 48, 51, 59, 67, 79 
117-119, 137, 179, 196, 204, 280, 288, 
328, 332, 338, 339, 344, 349, 354, 355 
Brähmana, 14, 15, 41, 42, 46, 71, 85, 106, 113, 
114, 127, I43, 170, 261, 337 
Brahmanabad, L., 149 
Brahmánda, 354 
Brāhmapura, 89, 163, 164, 288 
Brahmarandhra, 196, 359 
Brahmasambhu, 59, 81 
Brhadīšvara T., Tanjore, 187, 203, 294, 324 
Brhadratha, 425 - 
Brhaspati, 34, 141, 280, 425 
Brhatksata, 32, 56 
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Buddha, 16, 43, 53, 180, 233, 234, 309, 334, 3461 Cattara Revadi Ovajja, 143 
-áyatana, 148 Caturasra, A., P., 262, 263, 270A, 272, 274, 
-mandira, 148 278, 415 
Buddhi, 332 -kostha, A., 278 
Buddhist, 71, 102, 113, 118, 142, 145, 168, 170, | Caturbhuja T., Khajuraho, 365 
180, 182, 183, 107, 108, 277, 278, 284, | Caturmukha, P., 281, 283 





307, 346, 354, 355, 387 | Catuskaka, P., 415 
Budha, 38 | Catuskikā, A., 217, 255, 259, 366 
Budirghar, Á., 159, 319 Catuskona, A., 270A., 272 
Bundana, Rajputana, L., 318 Catussälä-grha, A., 410 
Bundelkhand, 365 | Catvāla, 26 
Burdwan, L., 198, r99 | Catvara, 41 
Burma, L., 169, 277 Cauūsath Yoginī T., 198, 421 
Byzantine, 311 ; Cedi, 386, 388 


Ceylon, 193, 278 

C Chādya, A., 145, 385, 367, 369 
Chāgāsura, 77, 81 

Caitya, A., 114, 138, 142, 148, 168, 182, 190-| Chamba, L., 102 


192, 234, 275, 319 Chandas, 8, 11, 48, Šo, 132, 140 

-Prāsāda, 148 | Chandašciti, 140 

Cakra, 37, 42, 47-49, 50, 51, 72, 221, 278, 351, | Chanda-Vimāna, A., 265, 266, 293 
403, 419 | Chandol, L., 173 

Cakravartin, 42 Chapri, L., 173 
Cala (āsana), 159 | Chatri, A., 43 
Calcutta, 199 Chaumukh T., Ranpur, 200 
Cālukya, 101, 121, 173, 186, 287, 290-292, 333 | Chebrolu, L., 123 
Cam, 279 Cheda, A., 272 
Cambodia, L., 171, 279, 322 Chezarla, L., (Kapotesvara 'T.), 142, 322 
Cämundä, 234, 341, 384 Chimeera, 335 
Cämundi, 234, 384, 398 Chinthe, 368 
Caņda, 300 Chitor, L., 143, 348 
Caņdašiva, 403 Cidambaram, L., 163, 104 
Candäla, 235, Cidānanda, 341 
Candella, 333, 337, 386-388, 399 ¡ Cit, 360 
Candi (ka), 234, 275 | Citi, A., 26, 140, 145-149 
Candiman, L., 323 Citra, P., 278 
Candpur, L., 166, 169, 397, 398 Citragupta T., see Khajuraho 
Candra, 56, 423 Citrakūta, P., 281 
Candra-sälä, A., 158, 270A, 274, 413 8 A., 274 ` 
Candrävalokana, A., 375, 395, 420 | Cola, 121, 151-153, 166, 105, 196, 202, 203, 352, 
Candrävati, L., 315, 399 | 356 
Candrikä, 221, 245, 367, 420 | Comorin, Cape, 287, 288 
Candrodaya, P., 281 | Conjeeveram (Kañci), L., 123, 166, 184, 356 
Cara-Vāstu, A., 63, 90 Cūdā, A., 245 
Carakī, 32, 95, Cūla (ka), A., 221, 245, 276 
Caraņa, A., 258, 268, 356 Cuttack, L., 254 
Caru, P., 281 Cyavana, 35, 36 
Caruka, P., 278 Cyclopean, 121, 125 
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D i Dharma, 40, 42, 45 92; 93, 276, 316, 336, 342; 
| 377, 387, 398 i 

Dagaba, A., 170 | -cakra, 42 
Dah Parbatiya, Assam, L., 315 | Dharmarāja, 12, 13, 42, 43, 83 
Daitya, 94 | -ratha, see Mamallapuram 
Daiva, 155 Dharwar, L., 151, 188 
Daksinágni, 23, 24 | Dhātr, 35, 44, 83 
Daņda, A., G., 229, 230, 422 Dhātu-garbha, 170, 354 
Daņdikā, A., 249, 307 Dhisnya, 28, 46 
Darasuram, T., 288 Dhokesvara, cave, 158 
Daršana, 8, 107, 143, 356 | Dhruva, 72 
Däru-stambha, A., 230 | Dhruva-bera, 159 
Dasähgula, 89 | Dhūmar Lena, see Elura 
Dašatāla, 309, 370 | Dhvaja, 38 
Dašāvatāra cave, see Elura Dhvämksa, 38 


Dauvärika, 93, 107, 143, 358 Dig-devi, 340 

Deccan, ror, 102, 121, 124, 146, 170, 173, 188, -nāyikā, 340 
192, 200, 214, 215, 218, 219, 272, 274, 
275, 287, 288, 290, 291, 292, 326, 336, 
356, 358, 391 

Deo Baloda, L., 388 

Deo Parbat T., Sibsagar, 324 Diti, 32, 94, 325 

Deogarh, L., 123, 148, 154, 155, 169, 205, 238, | Divya-drsti, 308 
397 -vimánaka, 139 

Deopara, L., 118, 161, 279, 355 

Deosa, L., 152 

Depaka, (Sütradhära), 200 | 

Deul Caraņī, A., 356 

Dev-ghar, 760 

Deva, 73, 344 

-ägära, 137, 158 


Dikpäla, 338, 422 
Diksä, 25, 46, 315 
Diksita, 156 


temple, Kadvar, 150 | Digbandhana, 4o 
Dilipa, 335 


Diwan-i-khas, 117 

Draupadi Ratlıa, see Mamallapuram 

Drävida, A., 175, 188, 194, 197, 200, 201, 233, 
234, 242, 246, 251-253, 261, 262, 264, 
266, 286, 287, 291-295, 302, 319, 322, 
348, 397, 411, 476 


-älaya, 130, 137 Dravirä, A., 182 
-Ayatana, 135, 137, 140, 148 Dudahi, A., 166, 198 
-dhisnya, 138 Duladeo T., see Khajuraho 
-grha, 135, 137, 139-747, 158 Dundubhi, P., 278, 281 
-kostha, 283, 12 i 233 
-kula, 137, 140, 418 .| -Temple, see Aihole 
-rsi, 388 | Durgä, 94, 153, 158, 233, 307, 334, 425 
-sabhä, 183 | Durmukha, 356 
-sthäna, 135 Dürohana Mantra, 349, 357 \ 
Devarakonda, L., 113 Dvāpara Yuga, 13 
Devatā, 320, 329, 340, 404 | Dvara, A, 232A., 273, 303, 317 
-kotuva, A., 278, 289 “mana, 412 
Devi Jagadamba T., see Khajuraho | Dvarahat, L,., 215 


Dhaman, 139 
Dhamnar, L., 168, 200 
Dhara, L., 8, go, 286 


Dvärapäla, G., P., 313, 322, 373, 414 
Dvärasobhä, A., 412 
Dvaravati, L., 3 
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Dvibhūmi, P., 415 

Dvichädya, A., 192, 254, 283, 284 
Dvipa, P., 275 

Dvisalä, P., 281 

Dvyasravrtta, A., 293 


Ekabhūmi, P., 415 

Ekamukha-Linga, 396 

Ekägrata, 156 

Ektesvar T., Bankura, 190 

Elephanta, L., 158, 168, 330, 356 

Elura, L., 8, 124, 168, 294, 353 
-Dašāvatāra cave, 124, 168, 322 
-Dhumar Lena, 158, 353 
-Indra-sabha T., 168 
-Kailäsanätha T., 8, 114, 138, 168, 188, 

199, 203, 292 
Enadi, Pudukkottai, L., 185, 195, 196, 204 
Eran, L., 109, 150 


Fah Hian, 197 
Fatehpur Sikri, 117 


Gada, P., 278 

Gadag, L., 200, 337 

Gadarmal, T., Badoh, 333 

Gainthiala, A., 162 

Gaja, G., P., 38, 270A, 272, 275, 278 

Gaja-prstha, A., 275 

Gaja-thara, A., 146 

Gaja-virāla, A., 333 

Gaja-yūthapa, P., 281, 283 

Gala, A., 180, 190, 221, 260, 267, 279, 290, 

„-pattikä, 251 

Galagnath T., Pattadakal, 229 

Gambhira, A., 173 

Gaņa, 774, 306, 314, 315, 324, 328, 343-345, 
353, 384, 387, 388, 396, 401, 405, 406 

Gananä, 11 
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Gaņapati T., Hangal, 188 
Gandhamādana, P., 275, 281, 414 
Gandhāra, L., 197, 108, 254, 333 
Gāndhāra, A., 262, 293 
Gandharva, 32, 93, 96, 114, 205, 234, 337, 340, 
343, 345 
-mukha, A., 320 
šākhā, A., 314 
Gandi, A., 213, 243 
Gaņeša, 233, 234, 275, 386, 390, 400 
Gañgá, 91, 314, 315, 407 
Gañgaikondacolapuram, L., 166, 294 
Gangavatarana, Mamallapuram, 195, 204 
Gañgeya, A., 262 
Gaņita, 132 
Ganjam, L., 102, 200 
Gaņya-māna, 269 
Garbha, A., 15, 106, 170, 112, 127, 128, 133, 
163, 170, 242, 243, 248, 270A, 316, 411- 
414 
Garbhādhāna, A., 83, 106, 112, 126, 164, 165 
Garbhāgāra, A., 103 
Garbhagrha, A., 27, 36, 58, 79, 102, 103, 133, 
137, 142, 144, 145, 149, 150, 152, 153, 
157-159, 161-180, 190, 194, 197, 199-202, 
204, 206, 213, 221, 222, 230, 232Ā, 
235, 239, 241, 244, 246, 250, 252, 254, 
257, 262, 263, 267, 279, 280, 283, 285, 
299, 30T, 303, 304, 313, 314, 316, 317, 
320, 323, 328, 333, 335, 357, 382, 389, 
393, 395, 396, 419, 421 
Garbhaguha, A., 416, 418 
Garbhālaya, A., 60 
Garbha-mandira, A., 418, 422 
Garbha-muda, A., 148, 213 
Garbha-pātra, A., 110, 126, 127 
Garbha-sütra, A., 249 
Garga, 5, 48, 141, 424, 425 
Gärhapatya (Agni), 23-25, 27, 28, 43, 69, 152, 
252, 335 
(purāņa), 24 
(Sālādvārya), 23-25, 27, 62 
Garuda, G., P., 93, 109, 195, 270, 272, 275, 278, 
370, 414, 418, 421-423 
-stambha, A., 317 
Gauda, L., 215 
Gaudiya, A., 167, 222 
Gauh, 320 
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Gaurī, 234, 347, 403 
Gaurisvara, 386 
Gaväksa, A., 52, 154, 158, 159, 168, 192, 103, 
213, 214, 216, 218, 241, 242, 270A, 274, 
282, 318-322, 324, 327-329, 331, 357, 366, 
369, 373, 375, 391-395, 404, 419, 421 
-mälä, 331 
Gayā, L., 158 
Gāyatrī, 421 
Geha, 139 
Ghanadvāra, A., 157, 165, 197, 241, 273, 301, 
316, 318, 359, 400, 403 
Ghanarūpa, A., 368 
Ghaņtā, A., 217, 268, 269, 291 
Ghaņtanāda, P., 275 
Ghata, P., 270A, 416 
Ghrtācī, 0 
Ghutgaria, L., 333 
Giri, A., 171 
Giripatrika, A., 387, 395 
Girnar, 1.., 200 
Godavari, 272 
Gokul, L., 110 
Gomedha, 397 
Gond, 108, 150, 152 
Gondesvara T., Sinnar, 200, 218 
Gonetra, A., 215 
Gop, L., 155, 158, 162, 193, 199, 220, 272 
Gopura, A., 183, 203, 204, 215, 232A, 422 
Gorakhpur, L., 387 
Gorgo, 323, 324 
Gorgoneion, 323 
Gothic, 302 
Graha, 59, 275, 325 
Grima, 233 
Grāsa, 146, 147, 328, 368 
-mukha, A., 324 
. "pattikä, A., 323, 331 
Grha, G., P., 115, 116, 270A, 413, 415, 416, 423 
Grhaksata, 93 
Grhapati (Agni), 82, 83 
Grha-pindi, 267 
Grharāja, P., 169, 270A., 278, 281, 416 
Grharat, P., 275 


Guha, 169, 234 

Guha, G., A., 114, 169-172, 270A., 416, 417 

Guhādhara, P., 275 - 

Guharāja, P., 169, 171, 270A, 416 

Guhyaka, 114 

Gujar, 341 

Gujerat, L., 147, 172, 212, 218, 247, 263, 277, 
286, 299, 318, 323 

Gumadidurru, L., 354 

Guņa, 123, 172, 287, 291, 293, 294 

-satıkalita, 208, 240 

Gunda, 143 

Guņešvara T., Kekind, see Nīlakaņthešvara T. 

Guntur, L., 322 I 

Gupta, 140, 145, 757, 152, 154, 155, 162, 168, 
169, 174, 179, 181, 192, 794, 196, 205, 
228, 244, 283, 374, 333, 329, 354 

Gupta-Yoginī, 338 

Guru, 9, ro, 16, 38, 58, 142, 360 

Guvävrksa, P., 278 

Gwalior, L., 139, 218, 24I, 256, 260, 29I, 333, 
335, 389, 391, 399, 421. 

Gyaraspur, Gwalior, 150 


H 


Hatnsa Mantra, 344 
Hamsa, G., P., 42, 147, 195, 270A, 275, 278, 
281, 282, 327, 345, 387, 388, 405, 416, 
-āsya (hasta), 384 
-krida, A., 388 
Hangal, L., 188 
Hanoi, L., 117 
Hara, A., 267 
-antara, A., 266, 267 
Harasnäth, L., 402, 403 
Hari, 94, 274 
Hari-Hara T., Osia, 200, 403 
Harmikä, A., 138, 278, 352, 354 
Harmya, Ā., 101, 135, 138, 139, 147, 176, 180, 
184, 263, 275, 292, 294, 300, 348, 352, 
355, 359 
Harsa, 275 
Harsiddhi T., Candrävati, 399 


Grīvā, A., 159, 176, 180, 190, 195, 205, 211, | Hasta, 338 
221, 222, 224, 249, 250, 279, 348, 366,| Hasta (measure), 13, 14, 23, 25, 52, 53, 110, 


I 399, 420 
Güdha-mandapa, A., 218, 258 


134, 265, 268, 269, 270A, 273, 274, 287, 
292 
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Hasti-Jatiya, P., 170, 281 
-prstha, Ā., 142, 151, 182, 272, 322 
Hāsya (rasa), 308 
Hatiguinpha, 11 
Haveri, L., Siddhesvar T., 391 
Hayagrīva, 424, 425 
Hayasırsa, 425 
Hemaküta, P., 229, 247, 249, 250 
Himälaya, gr, 102, 107, 153, 790, 214, 220 
Himavän, P., 281, 417, 419, 422 
Hindu, 168, 284 
Hira (ka), A., 353 
Hira-grahana, A., 353, 354, 396 
-gtha, 353 
Hiranyagarbha, 89, 95, 101, 165, 275 
Hiranyakagipu, 330 
Hiuen Tsiang, 144, 155, 197 
Holal, L., 287 
Holi, 159, 319 
Hoysala, 291, 292, 333, 336, 337, 412, 417 
Hrt-pratisthä, A., 359 
Hyderabad, 102, 246 


I 


Indra, 20, 32, 34, 40-42, 44, 45, 50, 56, 83, 89, 
91, 92, 94, 141, 234, 278, 281, 280, 402, 
403 
-dhvaja, बा 
-jaya, 89 
-sthana, A., 50 
Isäna, 33, 53, 85, 91-93, 96, 234 
Istakā, A., 27, 103, 108, 111, 149, 350 
-Mantra, 112 
enyasa, 105 
Isvara, 163, 336 
Ittagi, L., Mahadeva T., 355, 391 


J 


Jagadambä Devi T., see Khajuraho 
Jagamohan, A., 254 
Jagannätha T., Puri, 160, 201 
Jagati, A., 145, 149, 232A, 238, 477, 413-415, 
417, 418, 420 
-pitba, Å., 145, 367, 420, 421 


>on 
—— F aaa  . 


Jaina, 113, 118, 158, 168, 191, 199, 200, 213, 
274, 277, 284, 417 

Jaipur, L., 283, 29r 

Jāla, A., 214, 270A, 274, 322, 372, 387, 419, 421 

-antara, Å., 229, 247, 249 

Jalasayin Visnu, 424 

Jamalgarhi, L., 198 

Jambukesyara T., 172 

Jatigha, A., 232A, 238, 246, 248, 251, 258, 263, 
269, 290, 375, 389, 404, 420 

Janjgir, L., 388 

Janman, A., 110, 360 

Jathara, A., 244, 246 

Jāti, A., 261, 265 

Jāti-Vimāna (Prāsāda), A., 194, 197, 223, 261, 
263, 265, 266, 292-295, 321 

Jātītara-Vimāna (Prāsāda), A., 261, 289, 294 

Java, L., 322, 324, 327 

Jaya, 32 

Jayada, P., 264, 265, 268 

Jayamangala, 141 

Jayanta, 32, 56, 92, 94, 234 

Jhalawar, L., 161, 315, 399 

Jhansi, L., 166, 198 

Jhodga, L., 218, 356, 397 

Jina, 233-235 

Jīva, 326, 328, 341, 359 

Jūāna, 43 

Jodhpur, L., 200, 403-407 

Jrmbhika (Jambhaka), 32, 94 

Jumbaka, 81 

Junnar, 170 

Jyestha, A., 243, 421 

Tvesthā, 334 

Jyotirlinga T., 173 

Jyotisa, 11, 62, 78, 141 


K 


Kadalikä-karana, A., 148, 149 

Kadamba, 192 

Kadvar, L., Varāha T., 150 

Kafırkot, L., 121 

Kailāsa, P., 161, 168, 182, 270A, 275, 277, 278, 
280, 281, 289, 416 

Kailásanitha T., Conjeeveram, 123, 124, 166, 
199, 203, 356 
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Kailāsanātha T., see Elura Kapota-pālī, A., 238 
Kakara-kosthaka, A., 188 Kapotapālikā, A., 168 
Kaksäna, A., 375, 495 Kapotesvara T., Chezarla, 175, r42, 170, 182, 
Kalā, 47, 53, 137, 747, 245, 317, 349 322 
-jūāna, 48 Käraka, 9, 107, 134, 142 
Kalabau, 158 Kara-nyäsa, 305 


Kalaša, A., ı12, 148, 213, 245, 246, 248, 249, Karjah, L., 172 
263, 270, 273, 274, 278, 279, 349, 350, | Karli, L., 101, 203, 278, 352, 353 


355, 359, 366, 372, 420 Karma-vidhi, 23 
Käla, 44, 74, 242, 324-326, 328, 330 Karna (diagonal), 268 
-Makara, A., 324, 329 Karna, A., 247-249, 252, 348, 389 
mūrti, 242 -bhadra, A., 370 
-purusa, 72 -küta, A., 267 
Kalesvar T., Ter, 101 -maäjari, 249, 371 
Kali Yuga, 13 -Sikhara, A., 249 
Kali, 234 -srüga, A., 371 
Kālī T., Khajuraho, 365 Earpara(i), A., 367 
Kalitiga, L., A., 262, 287, 290, 202 Kartr, 9, 156 
Kaliñga, A., 262, 287, 290, 293 Kārttikeya, 234 
Kalna, L., 198, 709 Karuņa (rasa), 308 
Kalpa, 11, 36, 51, 141 Karusa, L., Mahādevī T., 158 
-druma, 13 Kaseru, L., 288 
-sütra, II Kāši (Benares), 3 
Kalugumalai, L., Vettuvankovil, 114, 168 Kasia, L., 387 
Kalyana Mandapa, A., 336 Kāšīnātha T., Pattadakal, 324, 327 
Kamala, P., 413, 418, 422 Kašmīra (Kashmir), 158, 193, 200, 220, 262, 274, 
Kāma, 92, 347, 423 277, 412, 421 i 
Kämarūpa, L., 215 Kāśmīra, A., 262 
Kambaduru, L., 150, 152 Käsya, A., 262 
Kampa, A., 258, 260 Kasyapa, 89, 92, 94, 113, 139, 238, 287, 325, 
Kāmya (Agni), 24 330, 33I, 423, 425 


Kanarese Districts, Deccan, 101, 166, 188, 192, | Kataka (hasta), 386 
194, 196, 197, 200, 214, 288, 291, 292, 397 | Kathiawar, L., 155, 158, 172, 191-193, 200, 220, 


Kafici, L., 3; see also Kāūcīpuram 272 

Kääcipuram, 155, 173, 203 Kati, A., 232A, 238, 411, 413, 415, 417 
Kandabhitti, A., 249, 254, 366 Katima, A., ror 

Kandariya T., see Khajuraho Kātyāyana, 28 

Kangra, L., 168 Kātyāyanī, 234 

Kanika, A., 260 Kaurava, A., 262 

Kaniska, 344 Kausala, A., 262 

Kanistha, A., 243, 421 Kaušika, A., 262 


Kantha, A., 158, 180, 190, 221, 232A, 242, 243; Kaustubha, 421 
245, 262-264, 267, 268, 277, 280, 287, 359| Kaufilya, 140 


Kapālinī Devī T., see Bhuvanešvar Kekind, L., 334, 404, 405 
Kapi, 38 Kerala, L., A., 5, 102, 152, 292, 293 
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Räjiva Locana T., Rajim, 314 
Rajju, A., 54 
Rajputana, 107, 102, 143, 147, 152, 172, 173, 

214, 291, 354, 348, 355, 356, 399, 402-407 

Rajur, L., 173 
Räksasa, 34, 114 
Rāma, 309 

-(Bhärgava), 425 
Rūmagrāma Stūpa, 322 
Rämalihgesvara T., Satvel, 181, 205 
Ramani, A., 199 
Ramgarh, L., Siva T., 146, 399-401 
Rampur, L., 200 
Rampurva, I., 345 


Ranipur Jhorial, L., 198, 199, 202 
Rasa, 308 
Rāši, 62 
-cakra, 30, 88 
Ratanvadi, L., 158 
Ratha, A., 210, 217, 229, 272, 274, 369, 370, 
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Rathänga, A., 228 
Ratha-yäträ, 160 
Ratna-muda, A., 148, 213 
Rattehalli, L., 337 
Recaka, 343 
Rekhä, A., 147, 162, 209, 
-Deul, A., 217 
Rekhaguņāghāta, A., 208 
Rikta, 38 
Rksanayaka, P., 278 
Roga, 32, 33, 93 


215 


459 


THE HINDU TEMPLE 


Roma, 52 Samapāda-sthānaka, 307 
Rsi, 388, 399 Sambhu, see Siva 
Rucaka, G., A., P., 42, 105, 245, 246, 251, 275, Sambhuliñga T., Kundgol, 333 


278, 281, 283, 264, 479 Samcita, A., 101 
Rudra (5), 32, 34, 35, 45, 74, 82, 89, 91, 235, | Samipya, 357 
360, 423 Sāmkhya, 421 
-jaya, 33, 89 Sammukhya, P., 281 
Ripa, 11, 12, 20, 67, 243, 341 Samsára, 140, 357, 358 
-bheda, A., 247 Samsrti, A., 254 


Samsthāna, 145, 166, 201, 202, 230 
Samudga, P., 270A, 416 


S Samudra, P., 270A, 416 
Samvatsara, 37 
Sabha, A., 135, 415, 423 Sanaiscara, 93 
«mandapa, A., 218, 257 Sāūcī, L., 55, 71, 109, 119, 121, 140, 183, 197, 
Saciyā Mata T., Osia, 404 195, 273, 313, 346, 413 
Sadanam, 139, 148 Sandhara, P., 147, 155, 199, 201, 217, 246, 251, 


252, 257, 262, 285, 299, 366, 420, 421 
Saūgamešvar T., see Pattadakal 
Sani, 38 
Sankaräcärya T., 272 
Sañkisa, L., 351 


Sādana-Mantra, 104, 136 
Sadanam, 148 
Sadahga-nyäsa, 365 
Sadas, 156, 157 
Sadāšiva, 373 


Sadašra, A., 262, 272, 294 Sankha, P., 278 

Sadävisnu, 173 | Sankhavarta, P., 275 

Sädhaka, 82, 340, 343, 346, 347, 355 Satıku, P., 281 

Sadhana, 347 Sanmukha, 234 

Satkona, 271 Sannirodhinī Mudrä, 153, 220 

Sadına, 139, 148 Sannyāsin, 347 

Saiva, 53, 59, 82, 85, 150, 233, 275, 300 Sänta (rasa), 235, 307, 308 

Sädhära, P., 291, 292. Sānti-dvāra, A., 317 

Sakala (Mandala), A., 58, 59, 201 -kala, 317 

Sakha A., 116, 232A, 311, 314-316, 346, 373 | Santika, P., 264, 265, 268 
-nagara, 232 Saptatäla, 310, 311 

Sakhī, 385 Sarabha, 146, 147, 330, 333 


Sakti, 47, 105, IIO, 111, II3, 130, 136, 137, | Sarabhesa, 330 
159, 315, 334, 337-339, 341, 343, 340, | Sārārathacakracit, A., 27, 47 


347, 358, 380, 390, 421 Sarasvati, 234 
-cakra, 351 Särdüla, A., 304, 314, 315, 318, 329, 332, 334- 
Sala, 337 338, 340, 370, 376, 377, 382 393 
Sala, A., 135, 217, 229, 230, 249, 250, 282, 283, -lalita, 333 
375, 389, 390 -vikrīdita, 333 
Salabhafijika, 340, 381, 399 Sārnāth, L., 192, 193, 329, 387, 309 
Saladvarya Gārhapatya, 23 Sarpa, 34 
Salaka, P., 275 Sarva 94 
Saliläntara, A., 266, 369 Sarvadesika, P., 233, 234, 287, 290, 295 
Sälokya, 351 Sarvajäti, P., 266 
Sāmānya Laksana, A., 237 Sarvakāmika, P., 264, 265, 268 
Präsäda, 22, 228, 41T, 417, 418 Sarvakīta, P., 415 
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Ma I: 
Sarvasiddhi Acärya, 143 | Silpa, 141 
Sarva-Skanda, 32, 94 pastes, IO, I4z 
Sarvasundara, P., 275 | Silpasthānavidyā, 141 


Sarvatobhadra, A., P., 270A, 273, 275, 278, 281, | Silpin, 8, 9, 142 

284, 477, 416, 418-421, 423 | Silpivikalpita, A., 101 
Saryäta, 36 | Sima, A., 208, 2 
Saga, 42 Simaria, L., 223 E 
Sästä, 234 Simha, G., 38, 326, 33, 334, 366, 368 
Sästra, 133, 141, 426 P., 169, 270A, 275, 278, 281, 416 
Satasrüga, P., 275 


-Asana, 334 
Satī, 3, 73 


-karna, A., 249, 319, 369, 370, 373 
Sat Mahal Pāsāda, 193, 194 -mālā, A., 412 
Sattakulähgära, L., 102 -nukha, A., 323, 326, 329 
Sattva Guņa, 123, 172, 287, 290, 294, 400 -lalāta, A., 323 
Sāttvika Pūjā, 343 -šākhā, A., 376 
Satya Nārāyaņa, 158 Simhanätha T., Baramba, 192, 254 
Satya Yuga, 13, 32, 92, 118, 161 


Simhāsya P., 169 
Saudha, A., 139, 349 Simhapafijara, P., 281 
Saumiki Vedi, 23, 252 


Simhikā, 325, 330 
Saumya, P., 417 Singhanapur, L., 228 
Saunaka, 141 


Sinnar, L., 158, 200, 218, 274 
Saurasena, A., 262 Sira, A., 54, 88 
Savitr, 32, 34, 89, 90, 91, 96, 119, 132 Siras (Sirga), A., 153, 244, 251, 269, 396 
Savitrā, 32, 87, 89 Sirkap, 'Taxila, L., 323 
Sāvitrī, 234 Sirpur, L., 105, 121, 123, I35, 148, 200 
Sāyujya, 351 


Sīrsaka, A., 267, 268 
Sega, 48, 62, 73, 90, 287, 288 Sisumära-cakra, 72 
Shwe Ku, 171 


Sittesvar T., Candrävati, 315 
Shore 'Temple, see Mamallapuram Siva, 6, 8, 40-42, 47, 48, 54, 59, 74, 75, 90, 95, 
Sibiragrha, P., 281 94, 96, 104, 130, %36, 137, 141, 142, 150- 
Sibsagar, L., 324 153, 159, 161, 167, 168, 173, 185, 199, 
Siddhanātha T., Māndhāta, L., 158 200, 204, 233-236, 247, 261, 275, 278- 
Siddhāntika, 286 281, 289, 304, 307, 309, 316, 322, 330, 
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Siddhesvar T., Akola, L., 158 335, 346, 347, 353, 355, 356, 373, 384, 
Haveri, 391 386-385, 400-403, 422-425 
Sikar, L., 402, 403 | Siva-dlaya, (Malegitti), 1091 
Sikha, A., 196, 267, 290 -dvārapāla, 316 
Sikhara, A., 36, 119, 123, 147, 148, 153, 155, -gana, 398 
159, 162, 165, 166, 175, 176, 178, 780, -pratihära, 386 
187, 195, 196, 205, 206, 208, 210, 277, -tattva, 137 


213-216, 222, 236, 238, 239, 241-245, 252, | Sivikä-vesma, P., 278 

261-264, 267, 270A, 272-277, 284, 285, | Skambha, 118 

290, 291, 293-295, 300, 302, 319, 397, | Skanda, 94, 234, 254 

326, 333, 334, 349, 350, 352, 353, 356,| Skandha, A., 148, 165, 184, 190, 206, 242, 245, 
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Sodasäsra, P., 262, 270A 

Soma, 15, 23, 24, 32, 34, 38, 58, 83, 91, 93, 94, 
237, 234, 326 

Somanathpur, L., 200, 421 

Somagambhu, 46, 78 

Somasūtra, A., 300 

Somegvar T., Kiradu, 147, 213, 405 

Sopāna, A., 283 

Soga, 32, 33, 55, 93 

Sredhi, 240 

Sri, 234, 275, 404 

Srijaya, P., 278 

Srikantha, P., 278, 281 

Sri Krsna, 141 

Sriksetra, 96 

Sri Kumāra, 271, 425 ! 

Sriküta, P., 281 ļ 

Srīnagar, L., 272 

Sriniväsa, 424 

Srinivasanalir, L., 294 

Sriratgam, L., 201, 203 

Sritaru, P., 281 

Srivatsa, P., 195, 275, 278 

Srivrksa, P., 270A, 278, 423 

Srī-Vantra, 338. 

Srüga, A., 153, 270A, 211, 213-215, 218, 273, | 
302, 319, 322, 349, 356, 370, 372, 391, 
393, 399, 411-413, 417, 422 

Siigára (rasa), 308 

Srigavan, P., 412, 413 

Srigin, P., 281 

Stambha, A., 258, 262-264, 277, 395, 413 

Stara, A., 268 

Sthāna, 138 

Sthānaka (mūrti), 234 

Sthandila (Mandala), A., 61 

Sthänu, A., 258 

Sthäpaka, 9, 10, 74, 359-360 

Sthapati, 9-11, 16, 74, 114, 131, 142, 143, 156, 
254, 258, 288, 359, 360 

Sthapatya-Sastra-veda, rr 

Sthāpatya-Veda, 11, 289 

Sthira, A., 759 

-vāstu, A., 63 

Sthūla, 45, 117 

Sthūņa, A., 258 

Stüpa, A., 102, 109, 148, 170, 183, 197-199, 278, 
279, 319, 354 








Stüpi, A., 159, 221, 262, 264, 267, 268 
Stüpikä, A., 167, 22I, 290, 349, 350, 352, 355, 
359 
Subrahmanya, 233 
Sudarsana(ä), 245, 315 
-cakra, 221, 403 
Sudhä, A., 122 
-Silä, A., 121, 123 
Sudhamma Devasabhä, 183 
Sudhära, A., ror 
Südra, 9, 14, 15, 41, 42, 113, 127, 261, 426 


| Sugriva, 32, 53, 55, 94, 233, 234 


Suguha, P., 416, 417 
Sukanäsä, A., 36, 148, 162, 206, 213, 217, 232A, 
239-242, 244, 249, 290, 379, 322, 324, 
326, 330, 333, 336, 359, 360, 366, 368, 
390, 391, 393, 404, 474, 476, 417, 479 
Sukanāsikā, A., 241, 390, 392, 393 
Sukañghri, A., 232A, 241 
Sukanyā, 35, 36 
Sukra, 38, 75, 76, 81, 141, 424, 425 
Sukräcärya, 141 
Süksma, 45, 117 
-laksana, A., 271 
Sarira, 253 
Suktiman, P., 415 
Süla, 290 
Sulva Sūtra, 11, 22 
Sumanta, A., ror 
Sunda I., 327 
Suparna, 275, 324, 327 
Suprabha, P., 281, 283 
Surarāt, P., 417 
Šūrasena, A., 319 
Surasthāna, 138 
Surasundarī, 304, 338, 340, 377-381 
Sürya, 32, 34, 38, 58, 92, 139, 172, 194, 205, 
218, 234, 325, 334, 372, 374, 407, 422, 
423 
Sūtra, 51, 54, 206, 208, 210, 229, 420 
Mána-s. 
Paryanta-s. 
Pramäna-s. 
Vinyāsa-s. 
Sütradhära, 9, 131, 132, 143, 200, 290, 403 
Sütragrähin, 9, 70, 131, 142 
Sūtrapāda, 205 
Suvibhtānta, P., 275 
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Svami-Karttika, 141, 425 
Svarbhānu, 325-327, 337 
Svarloka, 354 
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Svastika, A., G., P., 275, 278, 281, 282, 400, 


409, 479 

Svayamatrnna, 69, 103, 108, 113, 
279, 359, 354 

Sveta, P., 278, 281 


T 


Takht-i-Bahai, I., 170, 197-199 

Taksaka, 9, 10, 118, 131, 142, 360 

Taksa-karma, A., 141 

Tala, 267 

Talacchanda, A., 22, 31, 48, 140, 210, 227, 
230, 246-248, 252, 266, 420, 421 

‘Talanyasa, A., 230 

Tala, 309-311 

'Tālamāna, 80, 309, 311 

Talesvara T., Tilasma, 356 

Täligrha, P., 281 

Talipa, A., 258 

Talpa, A., 411, 415 

Tamas, 75, 123, 172, 235, 287, 
326, 328, 329, 331 

Tamil, 220 

Tanjore, L., 166, 187, 196, 203, 
324 

Tantra, 17, 425 

Täntrik, 236, 337 

1४४० 'I'ieh, 323, 327 

'Tārā, 387 

Tārāgaņa, P., 275 

Tatpurusa, 330 

Tattva, 82, 104, 130, 136, 360 

Taxila, L., 323, 351 

Tejas, 335 

Tejassabda, 333, 334, 336 

Teli-ka-mandir, Gwalior, 150, 182 

Telkupi, L., 148 

Ter, L., 101, 102 

Thirukkadittanam, L., 323 

Thirunandikkara, L., 200 

Thoda, L., 147 

Tibet, 323 


75, 190, 205) 


228, 


293, 294, 325,| 


294, 318, 322, 


Tigawa, L., 150-152, 348 

Tilaka, A., 211, 213, 249, 379, 322 
Tilasma, L., 356 

Tinnevelly, L., 153 

Tirtha, 3-5, 81, 143, 170, 315, 316, 355 
Tirthankara, 306, 382, 397, 308 
Tiruvannamalai, L., 203 

Tiruvärür, L., 166 

Tiruväsi, 119, 322 

Tithi, 39 

Toda, 153, 352 

Toka, L., 272 

Torana, A., 274, 283, 303, 313, 322, 329 
| Travancore, 102, 150, 752, 200, 323 
Treta Yuga, 13, 73, 116, 117 
Tribhanga, 307 

Tribhúmi, P., 415 

Tribhuvana Acárya, 143 

Trichädya, A., 192, 284, 375 
Trichinopoly, L., 172 

Triguha, P., 416, 417 

Triguna, P., 412, 413, 417 

| Trikotithana, L., 152 

¡ Trikúta, A., P., 281, 414, 417 

i Trimiirti-kovil, 199 

! Tripura, 400 

Tripuräntaka Siva, 307, 400 

| Trivikrama (Visnu), 403 

| Trigüla, 348 

-hasta, 378 

| Trivistapa P., 275, 277-279, 281, 414 
| Tula, A., 251 

| Tulasi, 355 

j Tumain, L., 335 

। Tunga, P., 281 

|'Tungabhadrā, 188, 205, 292, 294 
| Turaga, G., P., 413, 414 

Tvastr, 131, 426 
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Ucchalaka, A., 366, 381, 382 
| Uccheda, A., 412 

| Udaipur, Rajputana, 143 

| Udakāntara, A., 229 

; Udakumbha, P., 275 

j Udä-simha, A., 334 
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*Udayāditya, Paramara, 369 | 

Udayagiri, Bhopal, 113, 151, 168, 170 | 

Udayapur, Gwalior, 192, 200, 218, 246, 255, | 
260, 389-396 

Udayesvara T., see Udayapur 

Udita, 234 

Udumbara, A., G., 24, 157, 314 

Ugra, 235, 307 

Ujjayanta, P., 

Ukhā, 23-26, 1 

Ulūpi, P., 281 

Umā, 91, 131 

Unchahara, L., 150, 151, 179 

Undavalli, L., 195 

Unkal, L., 158 

Unmäua, A., 145, 244 

Upäna, A., 106 

Upapitha, A., 146, 162, 221 

Upasamcita, A., 101 

Upaveda, rr 

Urali, 117 

Uras, A., 244 

Urdhvacchanda, A., 


' 22, 48, 247, 248 | 

Ūrdhvapattikā, A., 314 

Uromafijari, A., 211, 213, 216, 223, 249, 273, 
275, 356, 366, 367, 370, 371 

Uromaäjarikä, A., 249 

Urusriga, A., 161 

Uspisa, A., P., 245, 281, 420 

Usnist, P., 278 | 

Utpala, 38, 62, 73, 139, 287, 289 | 

Uttama, P., 309 

Uttambha, P., 278 

Uttara, A., 371 

Uttara Vedi, 13, 23-28, 112 


2, 147, 233, 334, 354 
Uttaresvar T., see Bhuvanesvar 
Ter, 101 


Uttuäga, P., 275 
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Vadamallisvara T., Oragadam, 182 

Vähana, 93, 315, 317, 334, 344, 386, 422, 423 
Vahni, 234 

Vaideha, A., 262 

Vaikom, L., 152, 200 

Vaikuntha, 358 


Vaikuntha Perumal T., Conjeeveram, 155, 166 
173, 174, 184, 169-202 

Vairägya, 43, 335 

Vairäja, P., 126, 275, 

Vairäja Purusa, 75 

Vairäta (i), L., A., 291 

Vaisnava, 53, 59, 142, 233, 275, 388 

Vaisya, 14, 41, 113, 127, 143, 261, 337, 426 

Vaital Deul, see Bhuvanešvar, 414 

Vajra, G., P., 41, 278, 403 ; (King), 425 

Vajraka, P., 281 

Vajralepa, A., 121- 

Vajra-svastika, P., 

Vāk, 104, 332, 334-337, 346 

Vakra, P., 278 

Valabhi, A., 2703, 274, 275, 278, 284, 411, 413- 
416, 418, 422 

Valabhicchanda, P., 270A, 414, 423 

Valaya, P., 278, 281, 283 

Vāmana, 281, 309, 403 

Vamsa, A., 26, 52, 54, 71, 79 

Vana-devatā, 315, 390 S 

Vānara, 38 

Vanaspati, 324, 326 

Vara, 39 

Varäd, L., 290, 292 

Varada-mudrä, 136, 304 

Varäha, 309, 370 

Varahamihira, 5, 10, 29, 38, 42, 47, 56, 62, 140, 
141, 289, 325, 412 

Varandi, A., 246 

Varandikä, A., 251, 369 

Varāta, L., 251; 262, 287, 290-293 

Vārāta, L., A., 251, 262, 287, 288, 297, 
391 

Varātarāt, 291 

Vardhakin, 9, 70, 131, 142 

Vardhamāna, A., P., 195, 275, 284, 419 

Vardhanī, P., 278 

Varga, A., 264 

Väri-märga, A., 248 

Vartula, P., 270A, 272 

Varuņa, 6, 32, 34, 43, 53, 56, 58, 75, 77, 81, 90, 
97, 93, 94, 132, 233, 234, 277, 280, 281, 
317, 329, 423 

Väruni, 316 

Vasa, 139 

Vasistha, 141, 335, 425 
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Västospati, 12, 35, 45, 77, 81, 83, 85 
Vastu, 21, 37, 94 
Vāstu, A., 27, 22, 36-39, 45, 50, 62, 63, 68, 
76, 81, 83, 94, 330, 337 
-bali, A., 8ı 
-bhavana, A., 68 
-Brahmä, A., 68 
-Cämundi, 234 
-daitya, A., 88 
-deva, A., 82 
-devatá A., or, 140 
-homa, A., 74, 80, 84 
-mandala, A., 27, 29, 31-33, 35, 37, 41, 46, 
49, 57, 58, 62, 63, 94, 127, 150, 152, 165, 
20I, 232, 233, 237, 26I, 4IT, 422 
-näga, A., 85, 90, 287 
Västupa, 35, 36, 76, 81 
Västupurusa, A., 29, 33-35, 38, 45-47, 49, 50, 
53, 62, 63, 66, 67, 73, 95-97, III, 117, 
287, 288, 358-361 
Västupurusa-mandala, A., 6, 11, 16, 17, 22, 25, 
32-34, 38, 48, 63, 78, 95, 102, 779, 127, 
147, 180, 228, 235, 312, 357, 399, 423 
Vástu-rákgasa, A., 82 
-§anti, A., 74, 80 
-Sästra, A., 70, 142, 145, 154, 214, 227, 261, 
262, 270, 275, 286, 288, 280, 292-294, 
354, 470, 424, 426 
-Vidyä, A., 141, 424 
Vastvādhāra, A., 145 
Vasu(s), 34, 47, 83, 90-92, 94, 422 
Vasudeva, 84, 234, 423 
Vasudha, A., 411 
Vasudhādhara, P., 287 
Vāsuki, 94 
Vasundharā, 82 
Vātāyana, A., 52 
Vāvāta P., 290, 291 
Vāyasa, 38 
Vāyu, G., Ā., 33, 34, 50-52, 71, 92, 97, 234 
Veda, 10, 91, 358, 421, 424 
Vediñga, IT, 141 
Vedha, 232 
Vedi(i), G., A., 17, 22-25, 40, 72, 133, 145-147, 
174, 277, 239, 243, 245, 269, 323, 334, 
349, 359, 366, 374, 389, 395, 399 
-bandha, 238, 245, 246, 248, 251, 263, 413, 
420 


Vedic, 35, 49, 61, 80, 94, 95, 103, 105, IIO, 175, 


133, 140, 143, 150, 152, 153, 157, 205, 
206, 232, 279, 288, 306, 360 
Vedikā, A., 133, 145-147, 162, 230, 246, 269, 
276, 302, 369, 389, 390, 397, 404 
-bandha, A., 268, 269 
Venu, A., G., 350, 384 
-bhadra, P., 275 
-koša, A, 775, 208, 245, 348, 351 
-kosa-antara, Á., 340 
-randhra, A., 173 
Vesara, A., 154, 234, 251, 262, 286, 287, 201- 
293) 295 
Vetāla, 308 


Vettuvan-kovil, see Kalugumalai 
Vibhava, P., 275 
Vibhu, P., 281 
Vibudha-āgāra, 138 
Vicitra, P., 275 
Vidarbha, L., 286 
Vidarbharāt, 291 
Vidārī, 32, 95 
Vidhātā, 94 
Vidya, 11, 141 
-dvara, A., 317 
-kalā, 317 
Vidyādhara, 114, 247, 306, 343-345, 405, 406 
Vighnesa, 234 
Vihära, A., 738, 197, 353 
Vijaya, P., 101, 275, 278, 281 
-bhadra, P., 229, 250 
Vijayālaya Colisvara, T., Narttamalai, 257 
Vijayanagar, L., 192 
Vikalpa, P., 266, 293 
Vikrti, 298 
Vimala Sah, 200 
Vimāna, A., 6, 52, 77, 131-133, 139, 141, 147, 
155, 176, 178, 180, 183, 184, 196, 202, 
203, 229, 230, 243, 270, 275, 277-281, 
284, 287-289, 291-203, 344, 348, 350, 352, 
359, 369, 371, 395, 475 
Vimänacchanda, P., 270A, 271 
Vimäna-päla, A., 356, 399 
-vatthu, 133 
Vinuktakoņa, P., 281 
Vīņā, 384 
Vinatā, 423 
Vinäyaka, 275 
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Vindhya, L., 135, 287, 291, 293, 413 
Vinyāsa, A., 232, 291, 263, 413 
-sütra, A., 223, 229, 266, 267 

Vira (rasa), 308, 353, 399 

Virabhadra, 403 

Viraganda, A., 353 

Viräj, 67, 68, 89, 279, 332 

Virakantha, A., 230, 353 

Viräla, 333, 338 

Viräta, L., 191-293 

Virätarät, 291 

Virincapuram, L., 336 

Virüpäksa T., see Pattadakal 

Višākha, 234 

Visäla, P., 278, 281 

Visäläksa, 141 

Visalpur, L., 173 

Visavada, L., 155, 797, 192 

Visnu, 34, 53, 62, 73, 75, 90, 94, III, 113, 132, 
152, 153, 161, 233-236, 261, 275, 304, 
309, 313, 314, 317, 325, 326, 329, 330, 
355, 356, 358, 370, 373, 402, 403, 412-425 

-Nārāyaņa, 40, 81 

Visnucchanda, P., 272 

Visņupur, L., 222 

Visva, 288 

Visvakarman, 5, 9, II, 40, 68, 83, 94, 131, 141, 
169, 234, 238, 275, 289, 349, 374, 403, 
424-426 

Visvanätha T., see Khajuraho 

Vifatika, A., 168 

Vitasti, 25, 52 

Vitatha, 32, 56 

Vitruvius, 310 

Vivasvān, 32, 36, 89, 90, 96, 234, 350, 399 

Vrata, 158, 206 

Vrsa, P., 270A, 416 

Vrsa-Vāstu, 85 

Vrsabha, 38, 275 

५1४०, 41, 77, SI, 04; 327 

Vrtta, P., 150, 260, 270A, 272, 275, 278 


Vrttāyata, P., 262, 275, 278, 293 
Vyāla, 333, 336, 340 
Vyālamukha-vīņā, 384 

Vyāma, 23, 24, 42, 52, 311 
Vyämisra, P., 262, 281 
Vyomakegvara T., see Bhuvanesvar 


Y 


Vāga, 46 
Yägesvar T., Almora, 150, 414 
Yajamäna, 7, 9, IO, 14, 75, 52, 68, 70, 74, 107, 
134, 139, 142, 360 

Yajiia-purusa, 90 

-tanu, 95, 102 
Yaksa, 13, 94, 114, 148, 329, 340, 397 
Yaksini, 315, 340, 400 
Yama, 12, 13, 32, 34, 42, 44, 56, 58, 83, 91-93, 

117, 124, 234, 242, 358, 422, 423 

Yamuna, 314, 315 
Yantra, 11, 49, 67, 73, 338, 339 
Vašaššarīra, 335, 336 
Yathestha, P., 413, 415 
Vava, 152, 232 
Yin and Yang, 141 
Yoga, 58, 76, 347, 421 

-mäyä, 339 

-nála, A., rro-II2 

-pītha, 88, 275, 358 
Yogesvari cave, Salsette, 158 
Yogini(s), 338, 339 

sixty-four, T., 198, 202 
Voni, A., 38, 39 
Yuga, 36 
Yüpa, 148, 351 


Zodiac, 30, 62, 72 


PLATES 





o 
er 
— 


TT 








5 











r: 
% 


vi 


Šis, 


ir 
> 
š 
` 
` 











— RE RR + 





























EE 


q ak 


i kya FR RR 























\ 


(४9 


Ag 


om 
0000 EZ 























ap 





























RFF. pupa 
TR कळ 





न्य | 
e 


$ 


१७७७४ izt aa ul lg 


ma METAR bi... 








PROA 


serana N 














७३४४४ Dare PENA VAYA. 


10 9४७५६७ rer” 











La kioskā a aj 


A ACO S 
mar DNA e> ३” 


“hpa rro Agger MS 








shail 









































क ov NOR 














y 


38138 2 SN (D TU " 





“Wan 

















